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PROLOGUE 


The present publication of the Theory and Practice of Byzan- 
tine Music by the professor of this music in the Greek Orthodox 
Theological School of Brookline, Mr. Savas Savas, can now be 
added to analogous publications of the past which seek to codify 
this tradition which developed in the period following the fall of 
Constantinople. It appears at a time in which, generally speaking, 
Byzantine studies have become very popular both in Europe and 
the United States. The problems of the history and art of the By- 
zantine period are currently being studied in our great institūtos and 
universities, especially now that old prejudices about Byzantium 
have been abandoned, and the importaiļce of Byzantine civilization 
has come to be realized. 

It follows therefore, that until such time as original studies can 
be made as a resnīt of the careful examination and evaluation of the 
various elements of this civilization, the publication of studies which 
seek to shed new light on what traditions has already preserved for 
us shall continue to be most necessary. For in this way, scholars 
will learn the most recent developments in this field, and thus go 
on, with nevi^ insights and deeper understanding, to ever more 
fruitful study. 

This has already happened in our days with the numerous 
frescoes and free-standing icons of the Byzantine period which are 
currently being reproduced so assiduously. In spite of the dangers 
of formalism and the dry repetition of the achievements of the past 
inherent in such practices, they are stili considered necessary, since 
before the creation of a new Orthcdox and (through the blending 
of the Byzantine tradition and similar elements of our modern art 
forms) these reproductions serve to acquaint, if nothing else. the 
majority of people with at least the “forms” of the various periods 
of Byzantine sacred art. 

In exactly this same way, the methods of learning both on the 
theoretical and practical planē, the music of the Byzantine tradition 
which is chanted today in the Greek Orthodox Ghurch, are con¬ 
sidered to be a necessary prerequisite for those who wish to under- 
stand how the melodies and music of the Byzantine period Avere 
preserved by an ancient Ghurch. As a matter of fact, the publica¬ 
tion of a manual written in an international language such as Eng- 
lish will be warmly welcomed by ali friends of Byzantine music, 
both here in America and throughout Europe. 
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The present book was vvritten to serve this purpose. Compiled 
by Mr. Savas (who knows Byzantme music very well both in theory 
and in practice, having taught and chanted it for many years), it is 
characterized by its simplicity, clarity of expression, and systeniatic 
presentation of material. Through the use of examples , effective]y 
placed, the author makes the difficult theory of Byzantine music 
easily understood. Having considered the fact that the reading 
public is acquainted only with European musicai notation, Mr. 
Savas relates this notation with the scaies of Byzantine music and 
transposes the melodies of the latter into the notation of the former. 
In this way he aids his reader in the normally difficult task of 
understanding the principal of Byzantine musicai theory. 

I have no doubt vvhatever that this present edition by Mr. Savas 
will prove to be more generally significant in its scope in as much 
as it svili contribute to the knosvledge of Byzantine music whose 
study reflects, in a wider context, the general seholarly enthusiasm 
for deeper understanding of the forms of ali Byzantine art. 

Constantine Kalokyris 
Professor of Bijzantine 
Archeology and Art, 
University of Salonika, 
Greece. 
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INTRODUCTION 


The puipose of this present work is to bring forth in the most 
explicit and easy manner the music, which from veiy ancient times 
the Orthodox Church used in order to praise the Holy Name of God. 

The ecclesiastical music, which, due to its cnltivation and de- 
velopment in Byzantinm, was called Byzantine, brings foith, in 
fact, a very fine and very majestic inteiweaving of tonēs, for it fol- 
lows faithfully the magnificent content of the Orthodox Church 
hymnology. 

The didactic, edifying, historic, and encomiactic content of 
these hymns, before which the entire critic world stands with 
amazement, was not able to be translated effectively, only with the 
wealth of harmony and the piofoundity of sentiment, which dis- 
tinguishes Byzantine Ecclesiastical Music. 

Because of this, the following work will concern itself, ex- 
clusively, with the theoretical and practical forms of Byzantine 
Ecclesiastical Music. The historical journey of the present subject 
will appear in a separate volume in coalition with the analogous 
journey of the orthodox hymnology. 

Showing, therefore, first the more important aspect of this 
music, we believe that we will lead the reader more easily into its 
deep, serious, and magnificent meaning, for the theory and the 
practice will constitute safe criteria into the genesis, cnltivation, 
and evolution of Byzantine music. 

The criterion and basis of this work will be the tradition of 
the Great Church of Christ, which as a living mother guarded, in 
light of the most difficult situations, the essence of the Graeco- 
religious ideas. 

Einally, we have arranged the material methodically in chap- 
ters, based upon outstanding contemporary teaching principles of 
paedagogical Science. 
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CHAPTER I 


Ueaning of Music 

Musici is a divine act and Science, whieh, concemed with 
tonēs, aides us in expressing our sentiments of the heart by means 
of the voiee and instruments. Thus it is distinguished between 
phonetieal and instmmental musie. 

Music, as a performance, is a beautiful art, as a composition, 
on the other hand, it is an art and at the same time a refined 
scienee, for it sueeeeds in rendering wondei-fully the meaning of the 
content of the poetieal works by means of the correet eombination 
of musical tonēs. 

Specifically for the expression of religious sentiments of thanks- 
giving, faith, hope, and love toward God, the music of the Church 
is presented, the Byzantine Eeclesiastical Music. 

Bijzantine Music 

The music of the Orthodox Church formed into a system of 
holy character, in accordance with the Christian spirit, is called 
Byzantine, as we have already seen, for it was cultivated and de- 
veloped in Byzantium. 

Having been created by inspired composers, who were dis¬ 
tinguished as melodes or hymnographers, it was cultivated with 
great caution by the spiritual leaders of the Church and of the 
State, that is, the Bishops and the Byzantme Emperors. 

In accordanee always with the tradition of the Orthodox 
Church, the eeelesiastieal musie, during the first years of Chris- 
tianity, was simple as were the first christian hymns. Later, how- 
ever, following the development of the hymns, it was enriehed in 
method and in eontent. 

In this manner, gradually evolving, it acquired a great bril- 
liance mainly during the reigns of the Emperors Justinian and 
Heraclius( 6th and 7th centuries), when the large ehoirs of Saint 
Sophia and of the Holy Aposties translated this most perfectly. 

But the epoch, during whieh the Byzantine Eeclesiastical 
Music reached its apex, was the period from the era of the famous 
hymnographer Romānos the Melode until the epoeh of the father 


1. Music was thought of by the ancient Greeks to be a gift of god. “Music of 
the god is a gift it is eonfessed” (Plutarch from Piato concerning superstition). 
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of ecclesiastical music and of the orthodox dogmatical teachings, 
St. John Damascene, i.e. from the 6th until the 8th century. Byzan- 
tine Ecclesiastical Music, which constitutes also the basis of Hel- 
lenic folk music, is considered as the unbroken continuance of an- 
cient Greek music, for as the pro-Chiistian thus the Christian music 
of the Hellenes have a common characteristical feature: harmony, 
i.e. the monophonetical performance of hymns, in antithesis to the 
polyphonetical performance of European music. 

Chapter II 

Characters of Bijzantine Music 

Byzantine Ecclestiastical Music, as ali other music, is a lan- 
guage and especially the language of the heart, since it expressed the 
senses of man, naturally, also has the rudiments from which is con- 
stituted a language. These rudiments, which Byzantine music uses 
for its thorough learning are called characters; its script, on the 
other hand, is called musical notation. For the reading of the char¬ 
acters or the melody of a hymn it uses special tonēs, which came 
from either the human voice or from divergent musical instruments. 

The tonēs of Byzantine music are seven in number. They re- 
ceived their names from the seven first letters of the Greek alpha- 

bet: A B r A E Z H , which were comprised accord- 

ingly in order to constitute easy syllables and enjoyable music to 
the ear. Thus came about these seven tonēs: 

ria, Bou, fa, Ai, Ke, Zco, Mrļ, 

The first tonē is fla , for it contains the first letter of the 
Hellenic alphabet A , second tonē is Bou , having the second 
letter B , etc. 

This is the reason, for which in earlier times began the reading 
from ria , while today we begin from Nrļ = Nrļ, ria, Bou, Ea, 

Ai, Ke, Zw, Nt 1 because this order corresponds 
more to the internationally exemplary physiological succession of 
tonēs. 
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The characteis2, i.e. the signs with which is written Bvzantine 
inusic differ from their duty. Others have relation with the naming 
of the tonēs, i.e. they show ascent or descent of sounds, while others 
have relation to the time and yet others to the better rendering of 
the meIody. In accordance to their work, therefore, they are di- 
vided into three general categories: 

a) characters of quantity 

b) characters of time 

c) characters of quality. 

A. Characters of guantittj. 

These are called thus for they show the quantity of the tonēs, 
i.e. their equality, ascent, and descent. These are ten in ali; ac- 
cording to their work they are subdivided into three smaller cate¬ 
gories: 

1 ) characters of equality 

2 ) characters of ascent 

3) characters of descent 

1. Characters of equality. 

There is one such characters, the ison, which is written • 

It is called an ison, for it neither ascends nor descends, but shows 
equality, i.e. it repeats the preceeding note; for example, if we have 

as a basis the note Nt 1 and in succession follows one or more ison 

then it will repeat the Nt 1 one or more times, analogous to the 

number of ison, thusly: ^ .If we have a 

Nrļ Ntļ Nt1 

hasis the note Pla and one or more ison follow, then we re¬ 


peat the na , thusly: . This method is 

ria ria ria ria 

also foliowed for the remaining seven notēs. 


2. Until the time of the three teachers Chrysanthos, Gregory, and Chourmouzios 
(until the year 1814) different Scripts of notation were used, that»is heiroglyphi- 
cai signs, cuniform and signs of an alphabet of musicai notation. The signs 
(characters), which Byzantine music stili uses today, according to the wise K. 
Oikonomos were molded and called thusly by the first Melodes of the Orthodox 
Church, partly from the diagrams of the ancient Greek music, mainiy from the 
grammaticai signs of prosody (K. Oikonomos, Concerning the pronunciation of 
the Greek language, vol. IV, pp. 434,457). From the notations or characters the 
Oligon, Kentima, and Kentimata are shown to have been formed from the letter 
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2. Characters of ascent. 

The characters of ascent are five in number, being called “of 
ascent” for they are used onlv to ascend the scale; they are the 

follovving: 

1. oligon, which is written — — and ascends one note con- 
tinuously, i.e. after the Ntļ we ascend to fla, , after the 

lla we ascend to Bou , and so on. For example, — 

Bou • 

2. petaste, which is wi-itten and ascends, similarly, one 

note continuoiisly, only with two minūte differences in 
performance as we shall see below. The deeper nieaning 
of the use of the equivalents in relation with the oligon 
of the tonēs of the petaste and of the kentimata, we shall 
see, is the orthography, as exactly happens in a language, 
which govern different orthographic principles. 

3. kentimata, which is written \\, and ascends one tonē 
continuously. 

4. kentima, which is written 
notēs transgressively.3 

fi. hypsile, which is wirtten 
notēs transgressively. 

3. Characters of descent. 

These characters are four in number. They are called “of des¬ 
cent” for they show descent of notēs; they are the following: 


\ and ascends two and three 
ļ and ascends four and five 


1. apostrophos, which is written and descends one note 


continuously; for example: 


Nt] 


_ Zco Ke Ai Pa • 

J iota, the Hyporre from the letter S , the Petaste and the Elaphron from 

the Capital ^ , the Hypsile and the Chamile from the two pneumata, i.e. the 

psile and the dasia ( ^ ^ ) by written modification and enlargement. 

The Ison and the Apostrophos is shown that they were derived from the cuni- 
form script. 


3. During the course of the melody it is possibie for us to ascend and descent 
two or more notēs transgressively, i.e. eiiminating the intervening notēs. For 

example Mīļ - Bou, Pla - Ai, Bou-Zco, etc. This manner in antithesis to the 
continuous, is called transgression. 
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2. hyporre, which is written f and descends two notēs 
continuousIy, for it is a combination of two apostrophae, 

for example; / ^ • 

3. elaphron, which is vvritteniT'^JS^and descends two notēs 
transgressively. 

4. chamile, which is written \ and descends four notēs 
transgressively. 

These, therefore, ten characters, which show the amount^ we 
inust ascend or descend during the chanting of the melody, con- 
stitute the practical basis of Byzantine music. 

Exercises: Character of amount. Continuous and Transgressive, 

ascent and descent in the natūrai scale of Nrļ . 

Toward practical exercise of the characters of quantity it is 
extremely necessary that we know some other signs, which are 
linked together with these. The first sign is the diastima, or toņos. 
Diastima or toņos is called the interval betvveen two notēs. If the 
interval has only two notēs, or toņos, it is called diastima of the 

second (for example: Nrļ- fla ). If it has three notēs, it is called 
diastima of the third (for example: Nrļ ~ Bou). If it has four, of the 
fourth ( Niļ -fa), etc. 

The second sign is the rhythm.5 The Hymns of Byzantine Ec- 
clesiastical Music, which are known in the musical language as mel- 
odies, are constituted from many characters of rhythm and of quan- 
tity. Each character of quantity in Byzantine music has one value 
and represents One special tonē, i.e. it has a certain note. With the 
term value we mean the chronical intei-val, in which each tonē is 

4. In the notēs we distinguish two; quantity and quality. The quantity examines, 
as we saw, the equality, the height, and the baseness of the notēs; vvhile the 
quality governs, as we will see, their good restitution and quality. 


5. More generally rhythm is order and symmetry, which comes from perceptibility 
throughout the universe. It constitutes an indespensabie element of nature (suc- 
cession of day and night, vvork and rest) and an essential element in ali fine arts 
(music, painting, sculpture, poetry). It is presented and becomes perceptibie in 
ali its appearances of human life (walking, dancing, bodily exercises, heart beat). 
In speech, also, rhythm is presented by the symmetrical composition of syllables, 
words, and sentences. "Rhythm is an exact composition of beats” according to 
Nikomachos. “Divided times is on each of the notēs to be placed in fhythm,” ac¬ 
cording to Aristoxenos. 
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performed. These chronical intervāls of tonēs of a melody even if 
they are divergent, i.e. other ai'e ison and others non-ison, some are 
smailei' and others are larger; however, they have canonical relations 
amongst themselves, they are placed vi^ith some symmetry. This 
symmetrical combination, exaetly, of chronical values of tonēs is 
called rhythm. 

With this rhythm as a basis we proceed in order to find a mel- 
ody. Toward an easier and more final performance of the melody 
we proceed to smaller subdivisions, which are called metres or feet. 
This subdivision is anived at by small pei-pendicular lines ( ļ ^ 

I j 1 , 1 )) which are called dilatations, the interval from one 
dilatation to another is called metre. Within each metre are found 
certain characters of quantity, eaeh of which is performed within a 
certain chronical interval, whieh is called heat. This beat is the 
more important sign in music, it is the soul of music. 1.) It is this 
chronical unit of the subject that we measure and calculate 
the rhythm. We accept, that is, that each character of quantity 

has one beat, for example: ,etc. 

2) When the metre has two beats, the rhythm is called disimos. 
'When it has three beats, the rhythm is called trisimos, and when 
it has four beats, it is called tetrasimos. 

Also, in relation to the rhythm, we stress that, in order for a 
metre to be perforned it must, indispensibly, become a symmetri- 
cal measurement for its beats, through divergent durational move- 
ments of the hands. 

The number of the movements is examined from the type of 
melody, i.e. ivhatever the number of beats are, that will be the num¬ 
ber of movements. Thus we have arrived at the major three metres: 
1) Metre of two beats (disimos rhythm), 2) Metre of three beats 
(trisimos rhythm), and 3) Metre of four beats (tetrasimos). 

1) Metre of two beats. When the metre has two beats it will 
be sung in two movements. The first movement is down- 
ward, accordingly with the course which the arches show, 
and is called thesis; the second movement is upward and 
is called arsis. Of these the thesis is the stronger. 

2) Metre of three beats. When the metre has three beats, it 
will be sung in three movements. The first, which is 
stronger, is called thesis, the other two arses. The first 
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is downward, the second toward the right, and the third 
upward. 

3) Metre of four beats. When the metre has four beats, it 
will be sung in four movements. Of these the first, which 
is also called thesis, is downward, the other three, which 
are called arses, the second toward the left, the third to- 
ward the right, and the fourth upward. 

The type of metre is noted by the number 2 if the rhythm is 
disimos, by 3 if the rhythm is trisimos, and by 4 if the rhythm is 



Finally, in accordance with the rhythm, we stress that, altema- 
tion of rhythm is possible in one and the same melody. While we 
start with disimos rhythm, however, we encounter a tetrasimos or 
a trisimos in the same melody; again arriving at the disimos. 

This happens many times in melodies of Byzantine music, for 
their rhythm is depended on the stress df words and is thusly called 
tonismos,^ in antithesis to European music, which does not con- 
sider stress of words and of which the rhythm is called prosodical. 

The third indispensable sign toward the practical exercise of 
Byzantine music are the martyria of the notēs. Martyria are the 
signs, which display the notēs to us. The martyria are certain sym- 
bols, which give us the nomenclature of each note. Each martyrium 
is consisted of two signs, the main letter of the note and the sign, 
which is called martyrical sign. The martyria are eight in num¬ 
ber, as many, i.e., and there are notēs in Byzantine music. They 
are the following: 

V 71 6 r A K 2" v" 

<1 "V 1? ’A «1 -N 07 

The martyria in concern, which are used by the tunes of the dia- 
tonic gender, as we shall see below, are called diatonical, in anti- 

6. "VVe rejoice in rhythm, for the mark and ordered number having and moving us 
orderedly. More familiar is the ordered movement in the nature of disorder by 
the habit in manners we rejoice.” according to Aristotle. 
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thesis to the chromatical. 

Indispensibly they are used: 1) in the beginning of each hymn, 
wheie we receive our basis, from which we will start the chant; 

2) in the end of the hymn, in order to know the final note; and 

3) during the course of the hymn, or at the end of each musical 
ph rase, in order to assure ourselves that the chant in proceeding 

Nrļ ria Bou fa Ai ^ Ke Zco Ntļ 

With ali the above mentioned as a basis, we come to the prac- 
tical exercise, using, from the beginning, the characters ison 

( C .1 S O ), oligon ( —Si ascent of one note) and apos- 

trophos ( S descent of one note). 

In the exercise in mention the rhythm is disimos, where the 
movements of the hands will be two (down and up). The sign in 
which we direct our attention is the strong connection, which must 
be found betvveen the first and second movement and the recited 
note.z Both, that is, have to be done at the same time. Intelligibly, 
therefore, is that each character must be performed in one beat. 


y cL 

J. 

. ci. 1 

1 


jj— 1 

Ntļ na Oa 

Bou 

Bou 

Fa Fa 



d.1 _L 

cAm, 1 

■ čJL 

Ai Ai 

Ke 

Ke Zco 

Zco 

Nr 

1 Ntļ f ^ 

C™. c». 1 

^4— 1 




ra ra 

Nrļ Nn 

Zo) Zco 

Ke Ke 

Ai 

Ai 

Bou Bou ria ria 
Disimos Rhythm 

Nrļ Nrļ 

V 

1 

/ 

" 8l M, 

Ha Bou 

Fa Ai 

Ke 

Zco 

Ntļ 


Nrļ 


Zco 


Ke Ai 


Fa Bou 


na 


^ V 


7. Being calied accented rhythm in Byzantine music we mean the exaltation, 
which is given on the accented syllable, i.e,, there is an ac( nt of words, it must 
also coincide with the strong portion of the metre, or the thi is. 
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Side by side with the signs, which have been brought forth 
thus far, in accordance with the reading of Byzantine music, is 
found anotber, called hyphen. This is a curved line ( —/ ) 
which joins together two charactevs of the same acuteness and 
gives the vahie of the second character to the first, (as precisely 
happens with the union of duration in European music). 


Disimos Rhythm 

Ntļ tļ ria a 


Bou 00 


— Ai 

^ ♦! 


^ 

Ke e Zco co Niļ ^ 



Fa a 


V 

Ntļ iļ 


Ai L 
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Bou ou ria a 


Concerning the petaste 

Similarly, as we saw in the beginning, beside the oligon, there 
are two other characters, which ascend one tonē continuouslv. 
These are the petaste and the kentimata. Of these the petaste is 
performed with a slight quivering of the voice, or during the musi- 
cal excursion we quickly approach the immediate acute note with 
an immediate return toward the former. Analogous, it happens to 
the double eighth-note of European music. Exercise: 




Finally, the kentimata are used when we ascend continn- 
ously; also, as we shall see, when we must repeat the same syllablc 
of the word. Exercise: 
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Composition of Characters 

With the above mentioned ten characters we are able to as- 
cend or descend, one, two, three, etc. notēs continuously. How- 
ever, there is no character, which ascends or descends two or more 
notēs transgressivelv. Becanse of this the so-called composition of 
characters was invented, thronght which we place two or more 
characters arranging these analogous. Thus, there proceeded the 
forms of composition seen below, by which the melody of Byzan- 
tine music receives its fulness. 

a) Composition of notēs of ascent: 

^ 2 notēs 


3 notēs 


4 notēs 


5 notēs 


6 notēs 


7 notesS 

b) Composition of notēs of descent: 

3 notēs 




4 notēs 


5 notēs 


6 notēs 


7 notēs 


Continuous and Transgress Variations^ 

Before we study whatever musical hymn, we must know this 
first through the recitation of the characters and consequently 

rr;:— ^ ^ ^ ^ 

o. inere is a composition beyond the eight notēs, also, as i n i or «g , ^ 
which equal eight notēs, etc., except they are used very rarely. 

h (from the verb iTapa^dcaaco ) means a transmission from 

kr conveyance. This transmission comes about by the application of 

syiiables of notēs on the engraved characters. 
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through the syllables of the hymn. The first form of the studv, in 
other words, must come from variations, which are divided into 
continuous and transgress. Continuous is that one, as we have al- 
ready seen, through which we rise from one eord, tonē, to the im- 
mediate higher or lower one. The exercises up to this point have 
been written in continuous variations. 

Transgress variation is that, as is well knovi^n, through which 
we ascend from the one cord to the other transgressly, i.e., we 
eliminate the intennediate characters. Because toward ascent of 
two or more notēs vi^e use the composition of the characters, there- 
fore transgress can be called composed variation. 

Characters of Time 

As we have already mentioned, in Byzantine music each char- 
acter of quantity represents one beat; for example, the has one 

beat, the has one beat, the «—» likewise has one beat, the 

5 also, etc.- 


The richness, however, of the melody creates the need of aug- 
mentation or decrease of each beat. Therefore, as soon as the writ- 
ing of Byzantine music found the road of its simplification, especial- 
Iy a special class of characters with divergent signs occupied the 
discoverors. These characters according to their work are dis- 
tinguished thusly; 

a) Characters which augment the time, 

b) Characters which divide the time, and 

c) Characters which divide and augment the time. 

A) Characters tvhich augment the time. 

These are four in number; The clasma ^ , the single ® , 

the double « • , and the triple » . . . 


Of these four, the clasma is placed either above or belovi^ the 
characters, e . ; the rest belovi^. 


The clasma and the single add one beat; therefore if have 
an oligon vi^ith a clasma or an apostrophos vi^ith a single, then we 


will have a disimos beat, or one beat for each character ( o™™» or 
) and one beat for the clasma or the single.lO Finally, if 


10. A double adds two beats, or each character with a double has three beats, it 
Is thus a trisimos ( ļ 3 f 


/ 
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♦ ♦ ♦ 


i 


vve have an oligon or some other character with a triple ( * 

^ - ), then we will have a tetrasimos time. Exercises. 


V 

^ V 

1 1 ^1 


Ji. Al 

S. 

Nrļ 

ria Bou 



/ 

V 



^1 

0 ļ W 




V 

(h 


V II 


10 


V 


^ Nti ria Nt1 


• ^ 

Triple Metre 


^ I 
<5\ 


11 


V 


c _c 


Nrļ Nrļ Nrļ Oa fla fla Bou Bou Bou 


1 ^ 

> ļ 



♦♦ i 

11 5 




Ai 


Fa Ai 
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Nt1 Nt1 liTļ Nrļ ria Bou Pa 



B) Characters tvhich divide the time. 


0 *^ 

Ai 



The characters which divide the time are three. The gorgon, 
which is written P , the digorgon, consisting of two gorga 
, and the trigorgon, consisting of three gorga j-T^. 

1) Of these the gorgon divides the time into two parts, each of 
which represfcnts /2 beat, and is placed on the second char- 
acter. AccordingIy to this, we know that the or the 

or any other character of quantity alone has one 
beat; however, when on this is placed the P then is be- 
comes a ¥2 beat, for example ^ 1 beat, ^ S 

/2 beat. Thus in order to complete indispensably the 
whole beat, two characters are needed, as the following: 
Cnae ž-iL. £ C mim» Exercises. 

Double Metre 
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Double Metre 

V 





2 ) 


The digorgon divides the time into three parts, i.e., it joins 
three characters and is placed, as is the gorgon, on the 
second character. For completion, therefore, of an entire 
beat, three characters are needed, thuslv: ^ ^ ^ « 


Exercises. 
Double Metre 











Double Metre 



3) The trigorgon divides the time into four parts, i.e., it joins 
four charactevs, which must be performed in one move- 
ment. It is placed, likewise, on the second character. Con- 
sequently, in order for an entire beat to be completed, four 







Double Metre 
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C) Characters which divide and augment the time. 

These, also, are three. The argon 1 , the hymiolion or tri- 
imiargon S , and the diargon "b . These three characters are 
used only in one script, namely, they are placed above the oligon, 

having below kentimata, thusly: f ■ . Be- 

cause they have a double job, they are called characters which di¬ 
vide and augment the time. 

1) Of these three, the argon ( T )has its own value in rela- 
tion to the gorgon and the clasma, they work as the gorgon 
on the kentimata and the characters before them, as the 
clasma on the oligon, thusly:^_^ 

Exercises. 

Trisimos Metre 

J__L v'lc»-— I 


n 
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; VII 

• a 


2) The hyiniolion or triinniargon { ^ ) works as the gorgon 

on the kentimata and the characters before them, as a 
double on the oligon, thusly: ^ h ^ ^ 


Exercises. 


-1.1 

\\ 


-1 AI_Jl 

" iv " 


-1 A 

\\ « 


3) The diargon ( ^ )works as the gorgon on the kentimata 
and characters before them, as the triple on the oligon, 
thusly: ^ ^ 

Exercises. ^ *** 


\\ ^ 


Il.1 


IL V 
\\ 9 ? 




eaasssī^ 
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Relation of Characters of time with the corresponding 
sign of European music 

Attributing greatest meaning to the understanding of the 
rhythm, below we compare the characters of time of Bjzantine 
with European script. 

1) Characters which augment the time 


2) Characters which divide the time 


rTr 


3) Characters which augment and divide the time 


cr p 

Tf p- 
TJ ° 


Concerning Rests 

The rests, otherwise called the siopai, consisting of characters 
of time, are indispensable to the melody, when this requires the 
interruption of the reading of some beat. 

Toward a more full understanding of the rests, we compare 
these toward the corresponding characters of European music. 
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Rest of one beat 


V ^ 


Rest of two beats 




Rest of three beats 




Rest of four beats 


r** * .—. 


Rest of /2 beat 


V 


= V 


Exercises: rest of one beat. 


23 


V 




■v. A 


V ^ 


Rest of two beats. 


" l 




-X** ^ ' —i\** 


,V1^V IIII 
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Best of three beats. 



Analysis of certain Scripts 

Many times in Bvzantine music we come across certain Scripts 
with altogether divergent characters. This came from the richness 
and variety of the rhythmical movement and of other characters of 
quantity and quality, which, toward the most exact performance, 
had need of correct position and script. Thusly, besides the others, 
there came into being these newly-mentioned Scripts, into the trans- 
lation of which we shall now enter. 

a) During the extent of th^ melody, the kentimata, many 
times, are found above or beneath the oligon, namely 

. In the first instance ( ), the oli¬ 

gon is performed first and the kentimata follows, 

™ i»B> . Likewise, in this instance, the kentimata 


are used toward a repetition of the same syllable. 



b) Also within the melody, we see again that the kentimata 
are found beneath the oligon • ^^en the ken¬ 

timata are performed first and the oligon follows, 
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_ v^l 

- ?? 

Finally, in these two instances, many times it happens that the 
gorgon is found ( ^ ^ ). Tlien the gorgon works on 

the kentimata and in these two instances, 


c) Many times, during the perfonnance of a hymn, we come 

across the well-known hyppore ( / ), having above it 

a gorgon. In this instance the gorgon is placed and is 
understood on the first apostrophon, being known that 
the hyppore is a combination of two apostrophos. Ac- 
cording to this, another character must therefctre pre- 
ceed the hyppore, for the gorgon, as ali other characters 
which divide the time, is always placed on the second 

character, thusly; ^ ^ ^ 

d) Finally, in relation to the translation of the script, we 
bring forth another instance, more commonly used in 

Byzantine musical notation, This is the script cJUL. -T_ 

We already know that if we only had the then the 

time would be disimos. In this instance, however, the 
gorgon always placed on the second characters wiīl com- 
prise the oligon and the character before it, namely the 
clasma; likewise, the ison with the clasma has 1% 
beats, the oligon /L Thus, the disimos is completed. For 
a more complete understanding of this somewhat many- 


sided script, we advance to a simpler analvsis: ,,, 

ļ- ^ p 1/2 

j/ ^ 1 / ^ . Ine same happens exactly 

when there is a single . This musical com- 

position we can parallel with the representative from 
European music, namely; 
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1) 

2) = p'rc 

In this second instance, the same thing happens exactly, 
as in the first, with the difference that a single is added, 

we will have not three beats, but 2)2 and ¥2 ( ^ „ /> ). 

** 

2% 


Continuous elaphron 

Within the musicai richness of Byzantine music, we discrim- 
inate the instance of the continuous elaphron. This is comprised 
of the elaphron and the apostrophon, which is placed be- 

fore it and next to it . Only when the apostrophos if 

tlie elaphron is found, we have this form, otherwise they would be 
performed separately, according to their own value. 

The continuous elaphron has wholly peculiar foiin of per- 
formances, during which the elaphron is converted into two apos¬ 
trophos, the apostrophos having the position of a gorgon, thus: 

. Easily understood is, that before the 
continuous elaphron, there must be found another character, con- 
nected with the apostrophos, having above it the gorgon 




r 

4i g— ^ 


r 


f 



r 


r 






'TP 
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Rhythmical form 










Rhythmical form with a continuous elaphron 



Different exercises of transgressive ascents and descents 
a) Intervāls of three.H 

1) Ascent of two notēs by the kentima is found before or 

under the oligon or '■ and by the oli- 

gon placed above the petaste, ļ ^ 

2) Descent of two notēs by the elaphron 

A 'H 


11. They are calied intervāls of three, for from each one until the other note, 
there are three characters. This happens with the intervāls of four, five, six, seven 
an eight. Or, when we have four characters, then the interval is calIed four, five 
for five, etc. 
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X 





1-^-v AII 

4« 

< 5 ^ 





— “5 




V 


For the āpplication of the intervāls of three, we offer the fol- 
lowing hymn, taken from the Anabathmoi of the Fourth Plague. 

Anabathmos 



V 4— 

^ Ek 


|Je TOL 

me pi 


Ek 



pa 

ra 


ve 

ne 


zi 


O TTļ Toc; 
o ti tos 



pou o ex 
mu o ech thros 



^ Taiq 

tes 



Tļ 6o vaLq (pAevEi 

i tho nes Aegi 
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\.< 

'X V 


£ 70 &£ T[£ TĪOl 0COq 

e go the pe pi thos 


EV 001 Ku pt e £ Tpo Ttou pai tou tov 
!n si Ku ri e tro pu me tu ton 


From this junctuie ali the hymns which are to be found in the 
book will have the English transliteration printed below. 


C—- C_«, ļ 


S 


Cs. 


CN» 


O». 


. A 

(? ļ 0^ 






b) Intervāls of four, i.e., ascent and descent of three notēs. 
1) We ascend three notēs then the kentima is found above 
the oligon or petaste mm. ^ , and 

2) We descend three notēs when within the elaphron there 
is an apostrophos / 
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l< l< 

t Ē 

k 


4 :^ 

o 


'^1 
«^ļc 

ic ļ; 


^1 


I 

J 

J 

J_ 

tl'' 

ilt 

I 








r 



f 

j 

j 


I 

I 

L 

>(1' 

\< 

>tr 

r 

I 

I 

I 




r 

I 

I 

I 

9c 

ir 

f< 

i‘ 

iffp' 





A Hymn for the application of the intervāls of fonr taken froni 
the Aposticha of the Fourth Plague. 


Xai <xi pe Zi 
Che e re Si 


Mri TTļp Tov ekkXi1 ai 
Mi tir ton ekkli si 


A 


ou Ka 
u ka 


TTļ Ktļ -nļ pl ov 
ti ki ti ri on 


vl 

50 u yap e 

51 i gar i 


_ijni.:: 

8e ĶcO upco TTļ ^ 

the xo pro ti 


a «pE aiv a (^ap cov 

a fe sin a mar ti on 


a TTļc; 

a tis 


a na 


,1 AiA v|| 


crra a ae coq 
sta a se os 


29a 



c) Intervāls of five,.i.e., ascent of four notēs by the hvpsile 
placed to the right of the oligon or the petaste, j[ 
and descent of four notēs by the chamili 


or 


l 
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A Hymn, for the application of the intervāls of five, taken from 

the Doxo]ogy.i2 


^ Ao * Soi rto 
Tho xa Si to 


Sei^ocv Tt TO (pcot; 

di xan ti to fos 


^ Bo Ev u iļ^i otok; 6ē £p ft Kai 

Tho ^ xa en i psi stis The o ^ ke 


I i iii -ļi 4iiiiiiiiiii I I I maam 

e -m Yrļq el Pn 1 ^ ev ccv 0pwiToi(; 

e pi ghis e re ne en an thro pis 


- 5 - 5 !^!^ vii 

«“ 60 Kl o, 

eftho ki a 


d) Intervāls of six, i.e., ascent of five notēs by the hypsile 
placed to the left of the oligon or by the petaste L 
or ^ ^ and descent of five 1 notēs by the apostrophos, 
placed under the chamdi 


44 ^ 


12 . It is calied Doxology for it starts with the words “Glofy to Thee, Who hast 
shown forth the light.” 
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1 

«i — 


^•Cr^TT 
-s ^ q 
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^«.1 

v\ 



'N 



77 

\\ S 1 

L 

■lllv' - 

Jr: ri 

c^l — 

1 —1 

^ 'H 



77 



7 tlv!Ļ 

ri 4 .i 

77 ^ 


^v'll 

77 



A Hymn, for the application of the intervāls of five, taken from 
the Doxology. 
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Ku pi £ 


Ba ai Xeu 


AI 
Si 


e 1TOO pot 


VI 




Ki 

ri e 


Va 

si lef 

e 

pu 

ra r 

— 

~l 

w 

/ 

v\ 

77 

— 

-7 

*"7“ 


%% 1 

*-7-? 


£ 

©£ 

£ 


na 

T£p 

'īrcxv 

TO 

KpOC 

a a 

TCOp 

e 

The 

e 


Pa 

ter 

pan 

to 

kra 

a a 

tor 


^ j 

! 

^m.\ 

^ s^aotis? am 

0 



IcT 

Kl_ 


Ko 

PL 

£ 

Yi 

£ 

po 

vo 

ye 

VEC, 


n 

Ki 

ri 

e 

I 

e 

mo no 

ge 

nes 

^ I 

i 


, 



^ 1 

\ 

.^1 



ļ 

1 1 

ļ %v 1 


E9 iSESSS^^i 

' 




' “7 



aou 

ou 

Xpi 

L aT£ 


Kai 

a 

a 

> 

0 

>■ 

rīvEu 

su 

u 

Chri 

i 

ste 


ke 

a 

a ; 

gi on 

Pnev 
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ma 


e) 


Intervāls of seven, namely ascent of six notēs, the hypsile 
placed on the right and the kentima in the middle of the 

oligon or of the petaste \L ^ / and de- 


scent of six notēs by the composition of the chamili and 
the elaphron V 


46 


V 


>4 C-T 





-jtI 


w c—r 






_xTi1vrv Si 





Hymn, for the application of the intervāls of six, taken, like- 
wise, from tlie Doxology. 

47 V ^^1 ^^1^— 

^ Ku pi e Ka ra <ļ)u VT ^ e vrļ tļ 

Ki ri e ka ta fi gi e ge ni i 



er|q T) piv EV yE ve « Kai ye ve a 

this i min en ge ne a ke g® ^ 

33 




ĢS>'t 





£ 

e 

% 




Ei Tta 

i pa 


go 


a oai TTļv 
a se tin 


V 

TOV Zol ^ 
rton Si 


Ku pl £ 

Ki ri e 

_,I^S 

H)uxri Tļv pou 
psichin mou 


E 

e 


le 




\£Tļ aov 
i son 


o 

o 


Tl 


ti 


n i^«p 

i ma 


f) Intervāls of eight, i.e., ascent of seven notēs, the liypsile 
and the kentima found above and the middle of the 

oligon or of the petaste and de- 

notes by the composition of the chamili of the elaphton 
and of the apostrophos. 
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V 4^_I_1^ V 

i_ T-i-i ^ Tiv iti.—I_I 

W Cļ —— 

^ Tl ^ \ ^ _I 






i 

\ 


^1 -r r V 

cr 7? V 


— I I _r. V V. II 
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Hymn, for the application of the intervāls of eight, taken from 
le Doxology, again. 




- 7-9 




ripo abe E ^ai 

Pro sthe e xe 






tnv 6 e Tļ OlV 
tin the i sin 



Tļpcov 
i mon 



o Ka 011 pE voq ek 8 e “v tou Oa Tpoq 

o ka thi me nos ek the xi on tu Pa tros 


M 

♦♦ 

A 



KOI E 

ke e 





-7 '-7'^ 


iļ oov H 
i son i mas 


vli 


xercise, consisting of ali the intervāls of the tetrasimos time. 
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Elliptical metre 

It is called the first metre when it is not complete, but some 
movements are missing, accordingly with the value of the metre. 
For example, when we have a disimos metre, in the elliptical metre 
we begin with one character, which is able to be completed at the 
end, when the metre will be, aJso, elliptical. In such an instance, 
it is self-understood that we start from the aisis so that the thesis 
of the proceeding metre will be performed in the thesis. 


51 V 


@ 1 . 

'H 


V I 


Characters of expression or of gualitij 

These characters play an important role in Byzantine music, 
for they aid in the betterment of expression and rendering of the 
meIody. Without the characters of expression, the melody of what- 
ever hymn will be monotonous, and likewise unenjoyable. These 
characters do not have time, but by them is extolled and is sought 
the manner of the recitation of the notēs. Because of these and be- 
cause of the marvelous expressive quality, which they give to By- 
zantine melody, they were called tiopikai. 

Of ali concerning these that we have said and of the practical 
experience, which will convey the reader, one is led to the resnīt 
that these six characters of expression, or others not having time 
being called substances, were saved until today by the phonetical 
tradition by the best flourishing chanters and teachers during the 
epochs of ecclesiastical Byzantine music. 

The characters of expression or of quality and other untimely 
substances are, as expressed, six: 

The Bareia V 

The Homalon 


The Antikenoma 
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The Psifiston 


The Heteron or Connector (Syndesmos) 


The Endophonon * 

The duty of these characters of expiession; 

1) The Bai^ia of ali the others is placed only before the 
characters of qriantity. It is used to give a special accent 
to the character before which it is placed; accordingly, 
the character having the bareia is distinguished by the 
liveliness and accent of its preceeding and proceeding 

character. It is placed thnsly; V- , 

2) The Homalon, placed below the characters of quantity, 
producēs a slight quivering of the voice between the first 
and second beat. These are two instances of the positions 
of the homalon: a) it is placed beneath a character having 

a ciasma, thusly Cum m m . and b) beneath two 

characters of the same acuteness, thusly ^ " ' 


3) The Antikenoma is placed according to two manners be¬ 
neath certain characters of quantity; a) beneath the oli- 
gon, where it is found in the so-called weak part of the 
metre,l3 when it also producēs a shaking (liveliness) of 

. r 

the voice, thus ^ ' ■ .. b) in the strong 

part of the metre beneath the character having a single 
and follorving a descending character with a gorgon 
r 


Consequently both the characters must be brought forth 
joined, never must we break them by a breath, the de¬ 
scending note wants the voice to be pronounced, in some 

13. As we have already seen, in the disimos beat we have a thesis and arsis. The 
thesis is directed downward and the arsis upvvard. Of these the thesis is stronger 
and comprises the strong portion of the metre and the arsis is weal<er and com- 
prises the weak portion of the metre. 
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manner, as hanging. 

4) The Psifiston always placed be]ow the characters pro¬ 
ducēs quickness (liveliness) in them, in antithesis toward 
the folIowing descending notēs, which must be weakev. 


a) 


'ii 


V 


b) 




■vv 




5) The Heteron or Connector. This always joins different 
ascending and descending characters, vvhich must be 
brought forth with sweetness, slight wavering of the 
voice and undivided. 


a) 


v-\ . 


u 






b) 


c) 




e) 




6) The Endophonon. This is placed below the characters and 
is performed with a closed mouth, usually. 


V A 




iV 




JT 


Natūrai Diatonic Scale 

It is knovvn that the notēs in Byzantine music are seven. If we 
add one more we will repeat the first, when there will be performed 
a scale of eight continuous notēs. The continuous scale therefore, 
of these eight notēs, or otherwise called a chord, is called a scale 
(scala). The first note or chord is the basis of the scale, from which 
the entire scale takes its name. Because of this, the scale has its 

basis Nt) is thus called the scale of Nt) , that vvhich has its basis 


38 



ria is called the scaie of fla , that which has its basis Fa is 
called the scaie of Fa , etc. 

For an easier understanding of the intricate scales of Byzan- 
tine music we must begin with the natūrai diatonic scaie of Nrļ , 
vvhich is a compaiison of the natūrai scaie of Do in European music. 

It is called the natūrai scaie or diatonic, for it is comprised of 
natūrai notēs, which each represent a note. 

Besides the eight notēs, a scaie, and the natūrai scaie in sub- 
ject, has seven tonēs or intervāls, vvhich comprise the space from 

one note to another; for example Nr) -Fla is one tonē or interval, 
ria-Bou is also one tonē, Bou-Fa likevvise, etc. On the one 

hand the note represents one sound, on the other the tonē is the dis¬ 
tance from one sound to the other. 

The Intervāls of the natūrai diatonic scaie are called natūrai 
and differ amongst themselves, i.e., other are lai'ger and othei' 
smaller. Analogous to their size and their sound they are separated 
into three groups of tonēs. Thus the larger group is called meizon, 
the smaller elasson tonē, and stili smaller the elachistos tonē. 

The natūrai diatonic scaie has three meizon tonēs: 

Fa-Ai, Ai-Ke ; two elasson: na-Bou , Ke-Zco, ; and two 
elachistos tonēs: Bou-Fa , Ntļ- Fla . These intervāls or tonēs, 

according to theii' size, have certain small musicai subdivisions, 
vvhich are called moria or kommata. 

The three Byzantine teachers, who, in the year 1814, brought 
the Byzantine notation from the bld to the new script, defined the 
meizon tonēs as being comprised of tvvelve moria, the elasson nine, 
and the elachistos seven. The,Sixth Pab'iarchal Consei'vatory School 
instituted by Patriarch Joachim III in the year 1881, vvorking with 
more epistimonical exactness on the subject of these intervāls of 
Byzantinc music, defined the subdivision into moria to be: Meizon 
12, Elasson 10, ElachistosS; this division is also used today. 

Finally, for a fuller knovviedge of the meaning of the scaie we 
generally stress, that a scaie is composed of two tetrachords.t^ 


14. Each tetrachord is composed of four chords or notēs, i.e., Niļ-Fa, Fla-Ai, 
Bou-Ke 
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From these, that which comprises the bases notēs is called base 
tetrcichord, and that which comprises the higher notēs is called 
acute tetrachorcl. For example, in the natiiral diatonic scale the base 

tetrachord is the Niļ-Fa and the acute is Al-Nt1 . The 

interval, which separates the two tetrachoi ds, or the interval Fa- 
Ai , remain. This, because of its role, is called the separating in¬ 
terval or dividing tonē; it is a ineizon in ali the scales, i.e,, it is com- 
posed of twelve moria. īf we are carefiil of each tetrachord of a 
scale we will accredit that the total number of its moria amounts to 
30; thus the total number of a scale is 72, for two tetrachord of 30 
each are 60, together vrith 12, the seperating tonē: a grand total 
of 72. 

Signs of Alteration 

In addition to the characters of quality and quantity, about 
which mention was made in the preceeding chapter, in Byzantine 
music there are certain signs, which change the acuteness of the 
natūrai notēs toward more base or more acute. Those which lower 
the tonical interval are called flats (hyphesis), and those which 
raise the tonē are called sharps (diesis). Thus, the flat is the lovv- 
ering of the tonical interval by half a note. The sharp is the raising 
of the tonical interval by half a note. 

Signs of both are; for the sharp ^ , for the flat P 

These signs, which add a greater grace to the hymn, are di- 
vided into simple, monograms, digrams, and trigrams. Each line 
adds or subtracts two moria. As the single sharp raises the tonē by 
two moria, the monogram by foiir, the digram by six, and the tri- 
gram by eight. 

Because of this, results the follovving chart of sharps and flats: 
single monogram digram trigram 

sharps d C? ^ 

moria 2 4 6 g 

flats p P ^ f 

According to the above mentioned, if we place a single on an 
acute note of a meizon tonē, for example, a flat, then we subtract 
two moria and from a meizon we change it to an elasson (12-2 
equals 10). 

If we lower the same tonē by a monogrammic flat, then we 



subtract foiir moria and we change it to an elacbiston (12-4 equals 

8 ). 

If, finally, we lower it by a digrammic flat, then we subtract 
six moria and change it to a meizon Vi tonē (12-6 equals 6). 

Both the signs of alteration work only on notēs, on which they 
are placed; thus, when we see, during the course of the melodv a 
note, originally with a sign of alteration following without it, then 
we will perform the first changedly, the second naturally. 


CHAPTER III 

Concerning the Families of Music 
The families of music are one of the indispensable components 
of music, which together with the components comprise the expres- 

sion of the tonēs ( fixo«; ), about whieh mention will be made 

later. Accordingly with the martyria of EucleidesiS the ancient 
Greeks had three families for the diatonic, chromatic, and enhar- 
monic, which were formed by diverse Greek peoples according to 
the character of each of them. These three families of the ancient 
Greeks were used by the church in its music, as agreeing wholly 
with the spirit (pneuma) and character of Christianity. 

Of these, the diatonic family follows the so-called entire (dia- 
pason)t6 scale, wihch is constituted of two like tetrachords which 
are separated. 

The chromatic family has two scales; one for the Second Tonē 
( ) and one for the Plague of the Second Tonē, or Second 

Plagal. Each of these is compriscd, similarly, from two separated 
tetrachords, but the chromatic, as we shall see. 

The enharmonic family is distinguished by the scale, which has 


15. One of the seven ancient Greek mustctans, He was born in A!exandna, Egypt, 
or according to others in a city calied Geia of Sicilia. He reigned high 322-300 
B.C. He was a mathematician and famous musician calied the Father of Geo- 
metry and taught mathematičs in the reknowed School of Alexandria. In his 
various writings are saved some things concerning Music, in which the “Intro- 
duction to Harmony'’ where he talks of chords of three families. 


16. It contains ali the chords or notēs of the scale, i.e. 'i ... . V ' 
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third and fourth moriad^ The enharmonic scale has, likewise, two 
separated tetrachords, each of which has, as the others, three tonēs. 

These three families, as we have stated, were used in the 
Church by the arrangement of the holy art of St. John Damascene. 

Because of this it is easily understood that in order for a tonē 
to be formed, indispensably, it must be based on the tetrachord. 
Each tonē, therefore, has its own tetrachord, which undergoes cer- 
tain special subdivisions. Some of the tonēs, however, have some 
relation in light of their tetrachords. These tonēs which comprise 
a relative group create the family, which, consequently, is depen- 
dent upon the division of the tetrachord. 

Likewise, as a resnīt of ali these things mentioned if it results 
that a family is a total of tonēs, which have this or a relative di¬ 
vision of tetrachord. Analogous with the division of those tetra¬ 
chord, the three families came about, as we have described above. 

Generally Concerning the Tonēs ( ’'Hxcov ) 

The music of the ancient Greeks is distinguished by the numer- 
ous types of its melodies. Of these, the Eastern Orthodox Church 
chose only eight, to which they gavē the definite form under the 
name “Tonē”. From that time they were saved, preserved and con- 
veyed to the ones later under this beautiful name. The fundamental 
therefore, law of Byzantine Ecclesiastical Music remained in eight 
tonēs, which Bishop Mediolanus Ambrosius and afterward Gregory 
the Dialogue used. 

Of these, the first consecrated the names of the first four tonēs 
as: First, Second, Third, and Fourth; the latter completed these 
by other related names using the term Plagius. Thus there resulted; 
plagius of the First, plagius of the Second, Barist^ and plagius of 
the Fourth. These eight tonēs are divided into two; 1) into majors, 
which are the first four and 2) into the plagius, which are the 
remaining. 

Between the major and the plagius tonēs there is an immediate 
relation, for each major tonē has its plagius. The basis of the major 


17. The mcre intricate subdivision in Byzantine Music, which because of its 
minuteness cannot be performed by the human voice: therefore, the enharmonic 
family was preserved under the guise of the diatonic family. 


18. It was calied bāris and not Plagius of the Third for it has, as v/e shall see, 
the lovver scale of ali the tonēs. 
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and the plagius tonēs abstains froni fonr notēs and one tetratone; 
in European music fiom one to the fifth iiote. In order to find, for 
example, the basis of a plagal tonē descends one tetratone of the 
basis of the major tonē. For example, the first tonē had, in olden 

times, as a basis Ke . If we descend from this one tetratone (fifth 

clear) then we will find the basis of the Plagius of the First Tonē 
the n a . 

An exception to this rule is the Bāris Tonē, for it has as its 
basis similar to its major, the Third, or?: P a i) Because of this it was 
not called the Plagius of the Third, bnt Bāris, as already stated. 

Concerning the Phthoroi 

Because, many times, the melody as sweet as it is causes an 
unfavorable impression, because of its repetition, the musicians 
perceived certain signs, which can change the course of the chanted 
hymn; this led from tonē to tonē and from family to familv. This 
change is brought about by the perceived sign, which, exactly, be¬ 
cause of change and destruction of the melody, were called phtho- 
rai. 


Hence, phthorai are signs, through which we jump from tonē 
to tonē and from family to family ( Yēvoc; ). 

If, for example, we chant a hymn belonging to the Plagius of 
the Fourth Tonē and during the course of the melody, we wish to 
use the Second Tonē, then we place the phthora of the Second Tonē 
and continue chanting with the intervāls (diastimata) of the Second 
Tonē. Because indispensably we must return to the original tonē, 
whence came the melody, i.e., the Plagius of the Fourth, then we 
place one of the Phthoras of this tonē, and thus return. 

Fach family, as it has its own martyria, thusly has also its own 
phthorai. 

The phthorai in use are 13; of which eight belong to the dia- 
tonic family, four to the chromatic, and one to the enharmonic. 


The diatonic phthorai are the following: 


Niļ ria Bou 

^ 9 I 

The chromatic phthorai 

1. of the Second Tonē 

2. of the Second Plagal 


Pa 

Ai Ke Zcj 

<:> 

6 i 

are the 

following: 

Ai 

Niļ 



Ua 

Ai 
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Niļ 


The enharmonic phthora is one P . This is placed on Zco 
iHid always places it in a constant flat, 

What is the position of the Phthorai? We must place the 
phthorai, because of order and style, in certain position beneath or 
above the characters. Thus when, dnring the performance of the 
nielody, we ascend, the phthorai, usually are placed beneath the 


characters of quantity, for example: 


‘r> 




A 


; when we descend, they are placed above, 


1 lA 

for example: ^ 






Finally, since we must go from one tonē to another by some 
phthora, this must be placed on the natūrai note of the base of the 
tonē, to which we wish to go. It happens, however, many times, that 
the phthora is placed on another note, adjacent, or next to the cord. 
This in Byzantine Music is called paracord. If, for example, we 
chant a hymn of the First Tonē and we wish to go to the Plagius 
of the Second Tonē, then we must place the phthora of the Plagius 

of the Second Tonē on the note ria , which is its base. Manv 
times, hovvever, it happens that the phthora is placed on Bou , 
which is adjacent to Ha (paracord). 


Paracord, therefore, is the position of the phthora not on the 
natūrai note of the base of the tonē, but on another next to it. 


Concerning the Chroai 

The chroai are certain signs, which, used during the course of 
a melody, affect only certain notēs, changing them. 

The chroai, because of their subtlety, came about throught 
special attention and care by the ancient Greeks and by ali the 
great musicians of the pro-Christian era. 

Thns, the famous mathematician Claudius the Ptolemaios suc- 
ceeding in defining eight chroai, to which he gavē special attention. 

Of these eight, during the centuries when the ecclesiastical 
Byzantine music underwent an important simplification, came about 

the three chroai which are used today; a) the zygos b) the spa- 
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ini , ana c; me ciiton y . 

The zygos is always placed on the note Ai and affects the 
three descending characters or Fa is sharped, Bou natūrai and 
ria is sharped. 


The spathi is always placed on Ke and affects the two ad- 
jacent characters, or the immediate ascending and the immediate 
descending. It wants, i.e., the note Zco flatted and Ai sharped. 
In exception, the spathi can be placed on Fa , when it affects Ai 
by a flat and Bou by a sharp. 

The cliton is always placed on Ai and flats both Fa, Bou . 


Below we have drawn an example in comparison with Euro- 
pean music. 




The chroai, as the phthorai have to be naturalized by a phthora 
of the tonē, in which the melody is found. 

Finally, between the chroai and the phthorai the following 
difference is found. The chroai change only certain notēs, the 
phthorai change the entire melody and lead it from tonē to tonē 
and from family to family. 

Concerning the Sijstems 

The most indispensable element for the expression of a tonē 
is the system, i.e., the manner through which the base of the tonē 
is transposed either higher or lower. 
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Sacred music uses four such systems; 

1) The octachordon or eptaphonon and the entire scale. It 
was thusly called, for in it we use ali the notēs of the 
scale. This system is nsed by the First Tonē, Plagins of 
the First Tonē, Plagiiis of the Second Tonē, Plagins of 

the Fourth Tonē from Nrļ , and Bāris diatonic from Zco , 

2) The pentachordon or tetraphonon and trochos.^S This is 
used, mainly, in the First Tonē, where the base fla is 
transposed five chords or four notēs higher - on Ke 

3) The tetrachordon or triphone. This is used in the Plagius 
of the Fourth Tonē, where a transposition of the base 
from Nrļ three notēs higher or on_ fa takes place, placed 

here by the phthora of Nrj 

4) The trichordon or diphone. This is found in the Fourth 
Tonē vvhere the base of Ai is transposed two notēs low- 
er, or on Bou . According to the tradition of the fol- 
lowing Legetos tonē, in it are sung ali the rapid melodies 
of the Fourth Tonē. 

Generally in whatever system, a variety is found in them, 
which transposed the tvpes of sounds to create an enjoyabIe im- 
pression to the sense of sound. 

Tijpes of Eccleciastical Music 

The system, of which we have talked, progresses beyond the 
clear boundaries of music. This is due to the fact of the great 
treasLire of the hymns of the Greek Orthodox hymnology. The 
draining of the Christian truth, in the hymns, the need of the pious 
soul to express thanks tovvard the Saviour, God, of the various 
saints, and the praising of the name of the Creator, God, and of the 
Theotokos, constituted, besides the others, the basis of the inspira- 
tion of the Christian poets. 

This great power of ecclesiastical hymns had to be combined 

19. Being called a trochos we mean a circie, which by the diverse physical and 
artistic forces combined it retums. Thus, by the trochos, we mean the system 
of three connected pentachords, of which the more important is fla-KE . We 
must ascend to Ke , place on it the phthora of fla Cjl and thus ascend 
using the notēs fla, Bou, Poc, Ai, Ke instead of Ke Zcj, Nt), Pla, Bou; 
we must descent to Pla ,place the phthora of Ke (3 descend 

using the notēs Ke, Ai, Poc, Bou, Pla instead of Pla, Nt), Zco, Ke, Ai 
This cycle of intervāls constituted the trochos musical system, which the an- 
cient Greeks used greatly. 
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according to the best manner, i.e., to say, it had to move man’s 
heait. Because of this, the attention of the hymnographeis and 
melodes of our church retunied to the outward rhythm of the hymn- 
ologies. Thioughout the suitable system, they divided the melodies 
accordingly with their rhythmical beats. And they composed otheis 
of them with a more rapid metre, others with a slower metre, and 
stili others with a very slow metre. Eecause of this, three types of 
ecclesiastical melodies came about. The Eirmologica, the Stichi- 
rarica, and Papadica. 

a) The Eirmologica are the faster melodies, in which each 
syllable corresponds usnally to a note. For example; 

_ w f w 

Ko pi e Tov Xa ov oou 

(9 syl- 

lables, 9 notēs). They are called eirmologica, for in the 
type belong the eirmoi20 of the canons, i.e., the faster 
melodies of holy music. Also, the eirmological melodies 
are the faster Keki-agaria, and the Pasapnoaria with the 
verse, the Aposticha, and faster Doxologies, the Apol)^- 
tikia, the Kathismata, Kontakia, etc. 

b) The Stichirarica are the slovver melodies, in which each 
syllable frequently corresponds to two or three notēs. 
They were called stichirarica, for in most of them, as in 
the Aposticha, verses preceed. Such are the slower Kelc- 
ragaria and Pasapnoaria with their verses, the slower 
Doxologies, the Idiomela, and the slower Doxastika. 

c) Papadica, are the very slow melodies of holy music, where 
each syllable corresponds to an entire musical phrase. 
They are called papadica, for when we chant them, the 
priest recites vārious prayers. Such are the Cheroubika, 
Koinonika, and divergent other slow melodies. 


IT JL 

^ Za oov 


20. Eirmos is the rhythmical syntax of a hynin by a certain manner, which by 
some type, interlaces the attendance of the other Troparia rhythmically alike. It 

comes from the verb Eipw , which means, mainly, to intertace, since the 
Eirmos also according to order and melody is interlaced. Likewise, by the verb 
etpco is also meant the derivation or like-form, which the Troparia follow- 

ing the Eirmos must have. This is certified by the strict coherence of the Troparia 
of a Canon to the Eirmos, which they follow line by line, syllable by syllable, and 
accent by accent. 
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CHAPTER IV 


Marti/ria of the Tones^'^ 

In the second chapter, we discussed the martyria of the notēs, 
i.e., those signs, vvhich confess the name of each note. 

This also happens here. In order to chant a melody we mvist 
indispensably knovv the base, froin which we will start, and also 
the tonē and family in which the tonē belongs. 

Ali these are shown by certain signs, which are placed at the 
beginning of each melody. Since they confess the form of the tonē, 
they are called martyria of the tonēs. The martyria of the tonēs 
are correspondent to the keys of European music and to the arma- 
ment of the scales. The martyria of the tonēs are comprised of; 
1) the word "tonē”, 2) the martyrical signs, 3) the note of the 
base; and 4) the phthora, through which the family is known. 

In the comparison of the martyria of the tonēs, we follow the 
signs of the families: 

a) Diatonic family 
(First) 

i 9 

Q na 


(First Plagal) 



(Slow melodies) 


(First Plagal) 



(Faster melodies) 


21. The martyha of the tonēs are different from the martyria of the notēs, i.e. 
the martyria of the tonēs confess the tonē and are placed only at the beginning 
of the melody; the martyria of the notēs confess the one note and are placed 
on many signs during the course of the nielody. 
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(SIow melodies) 


(Fourth) 

/ 

A 

(Fourth) 

/ 

^ ria (SIow melodies) 

(Fourth) 

/ 

(Faster melodies) 

(Fourth PlagaI) 

Nr) 

(Fourth PlagaI) 


n 


^ tt 


\9s> 


^ — 

b) Chromatic Family 


(Second) 

-e^ 


Ai 

(Second PlagaI) 



71 

na 

C) Enharmonic Familv 

(Third) na 

oldej 


r** 


(Bāris) 


Pa 
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(Bads) Zco (Bāris diatonic) 


(Bāris) Zco (Bāris diatonic heptaphonos) 


z» 

(Bāris) Zco 


(Bāris enharmonic) 




d) Borrovved tonēs 

y 

(Fourth with Second) » 


(Fourth with Second Plagal) p 

^ Ai (Nenano) 


(Second with Second Plagal) 

Bou 


(Second Plagal with Second) 
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Comfonents of the Tonēs 

Each tonē in Byzantine music has certain elements, through 
which it is distinguished from another tonē. 

These signs are called components, for they intvodnce the tonē. 

The components of the tonēs amount to four: 

1) The apichima, is a small musical phrase, which is sung in 
the beginning of the me]ody; it is used as an introduc- 
tion to the tonē, as if it weve readying it. 

In more ancient times, the apichima was polysyllabic, for the 
notēs were polysylIabic (ananes, aneanes, necheanes, nana, hagia 
etc.) 

Today the poIysyllabic apichimata were forgotten, substituted 
by the monosyIlabic Ne , excepting one, the “hagia” which is 
used today in the slow melodies of the Fourth Tonē. 

2) The scale. This, as we already know, is a continuous order 
of notēs or chords. Each tonē has its own scale, which is 
divided into two tetrachords: the lower and higher. 

3) The dominating notēs. These are those notēs svhich are 
heard more often within the melody and consequently 
they dominate, while the remaining notēs are heard less 
often and are called hyperbasimi.22 

4) Endings, are the end of each phrase of the entire melody. 
These, according to the position they hold in the melody, 
are divided into three categories: unending, ending with, 
and final endings. 

a) Unending are those endings which happen during the 
course of the melody and on one of the dominating 
notēs. 

b) Ending with are those which happen during the course 
of the melody and on the base note. 

c) Final endings are those which happen on the base note, 
but at the end of the melody. 

Peculiarities of the Tonēs 

Each tonē has certain peculiarities, which aid it in being heard 


22. From the verb Orižp-Satvco which mean I omit, I do not listen, very 
often. 
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with greater eiijoyment by the audience. This oddity in the musical 
language is called idiom. As an example we bring forth the Second 
Flagal Tonē, which in the higher tetrachord dismisses, many times, 
it.s chromatic character and works diatonicaIly. 

Likewise, during the melody, certain notēs are found, which 
attract toward them nearer notēs, This attempt is called helxis; it 
is one of the more important oddities of the tonēs. 

Signs, through which this helxis works are the sharps and flats. 
We bring forth certain examples of helxis toward a deeper imder- 
standing of them. 

In almost ali the diatonic tonēs, the note Zo is usually at- 
tracted from Ke . Likewise, in the Fourth Tonē Ha is attracted 
from its higher notēs Bou , and Pa is attracted from Ai 

The richness of the meanings and the depth of the subject of 
the Orthodox hymnology led the experts into the finer meaning of 
the helxis and in general the peculiarities, toward their more ef- 
fective expression. 

Borrotoed Melodies^^ 

The borrowed melodies also came about from delicate melodies 
of Byzantine music. Thusly, while, for example, in one hymn the 
elements of the tonē are recorded, in which the melody belongs, it 
is chanted, however, with the base of another tonē placed by its 
phthora. The borrowed melodies there are: 

a) In the First Tonē, and in its melodies, which are called 
kathismata24someare found under the title *«T6v Ta<t)ov 

Zou ZoJTi^p» , which are chanted with the base of 
the Second Tonē, placed by the phthora of the Second 

tonē .0 ^ on Ke , of the old base of the tonē and not 

on Ai . It is intended, simultaneuously, for parachord. 

b) In the Second Tonē, many of the eirmologica melodies of 

this tonē are sung with the base of the Second Plagal and 
in antithesis the corresponding melodies of the Second 


23. This word is derived from the verb ēm - eLaayco=ēTcetaocY<^ • 
It mcans an entrance into another Circuit or territory. 


24. They came from the kathismata of the Old Testament, which were read at 
the beginning of the Matiņš. Today instead of these, certain hymns are chanted, 
vvhich received their name, of the seated faithfui while they are chanted. 
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Plagal with the base of the Second Tonē, 

c) In the Fourth Tonē we have two types of borrovved mel- 
odies. Others of them use the Second Tonē and other 
the Second Plagal. Concretely, with the base of the Sec¬ 
ond Tonē the «©e6q Kupio<;» the Anastasimon apolytikion 
«To (ļ)ai8p6v TTļc; dvaaT<5caecoq» , the kathismata 

«dvaSAētļJaaai toO Tdcpou "riļv etao&ov» and other troparia are sung. 

With the base of the Second Plagal, Ai , are sung the famous 
kathismata «KaTe'n:XdYrļ ’loorļip», «KaTETī^dvtļaav dyvf) itdvreg 

āyyiXcov ot Xopoi», of which mention will be made later. 


Concerning Each Tonē 

After an examination of the tonēs generally, we come to ex- 
amine separately, each of the tonēs, or their theory, which com- 
prises their systems. 

Toward a more explicit and easy examination, we have ar- 
ranged the division according to family. 

Tonēs of the Diatonic Family 

First Tonē 

This tonē has the follovving components. the base, the api- 
chima, the scale, the dominating notēs, the endings, the systems, the 
peculiarities, the phthorai, the martyria, and the borrowed melodies. 

a) The base: the First Tonē has as its base in ali its melodies 
the note FIo: . 

b) The apichima; this constitutes the introduction of the 
tonē and is composed of the monosyllabic word Ne , 
thusly: 



c) The scale; this tonē uses the diatonic scale from fla . 
It is made of two like tetrachords, the lower and higher. 
These compare in content and in order of notēs, or pro- 
ceed by an elasson diastima, elachiston and meizon (10, 
8,12) and are divided from each other by the connecting 
diastima, which is always a meizon (12), 
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Ali the above are recapitulated in the foliowing diagram: 


1 

^ ' 

^: 
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d) The dominating notēs; The First Tonē has dominating 
notēs; 

1) in the stichirarica and papadica melodies 11a, Pa, 

2) in the eirmologica melodies na.Ae 

e) The endings; 1) in the stichirarica and papadica melodies; 
unending on Pa , ending vvithin and final ending on Pla; 
2) in the eirmologica; unending on Al , ending vvithin 
and final ending on Pla . 

f) The systems: The First Tonē uses three systems; 1) the 

diapason (entirety), when as a base it has Pla and uses 

the entire scale or . ; 2) the tetraphone, 

when it has a base Ke , i.e., vvhen the ’base is placed 
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four notēs higher; 3) tlie “kata ton trochon”. In the 
chapter concerning the systems we brought forth the 
accented in a cycle, that is the system of three connected 
pentachords, of which the most important is fla-Ke 
and that on the Ke was placed the phthora of Oa and 
vice-versa which created an entire cycle. 

Here, for a fuller understanding of this we have drawn the 
foliowing diagram; 
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If we pay heed to the diagram of the cycle, we will under- 
stand that the intervāls of the three connected pentachords are 
similar, proceeding by diastimata elassons, elachistons, and meizons. 
This is achieved by the phthoras of Occ and Ke , which are placed 
by an inverse manner. 

g) The pecnliarities; the First Tonē always has the Z« 
changing and not stationary, as happens in the Fourth 
Plagal Tonē. Thus, it wants it natūrai when the melody 
proceeds beyond it, approaching Nt) , for example: 


and wants it flatted when the mel- 


^ ^ natūrai 

Zco 

ody reaches it and retums, for example, \ 
flatted ^ if - 

Zg> ^ 

h) The phthorai: the First Tonē uses the known eight dia- 
tonic phthorai. 


i) The Martyria; likevvise it uses the eight diatonic mar- 
tyria. 


j) The borrowed melody. The borrovved melodies in the 
First Tonē are the kathismata «T6v tdepov Zou Zconļp» , 
which are sung with the base of the Second Tonē of Ke . 

The First Tonē was called by the ancient Greeks Dorios, for 
it was brought by the Dorians and was taught by them. 

The First Tonē is distinguished by its axiomatic, magnificent, 
happy and earthly character. 

First Plagal Tonē 

This tonē has the follovving components: the base, the apich- 
ima, the scale, the dominating notēs, the endings, the peculiarities, 
the phthorai, and the mai’tyria. 

a) The base; this tonē on the stichirarica and papadica 
melodies has as its base tla ; in the eirmologica it has 
as a base Ke . 


b) The apichima: this is similar to the base, i.e., in the 
stichirarica and papadica melodies, it has as an apichima 
the monosyllabic word Ne on ria and in the eirmologia 
likevvise, with the word Ne on Ke . 
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c) The scale; the stichararica and papadica melodies are 
similar in scale to the First Tonē, i.e., it has as a base ria 
and wants Zco ususally flatted. The eirmologica melodies, 
however, use the higher tetrachord Ke-Fla with Zco 
natūrai. 

Many times the phthora of Ua ^ is placed on Ke 
and thus we ascend from ( Floc (Fla, Bou, Fa, Ai, instead 

Ke, Zco, Nr), Fla ) as happens in certain hymns of the Ortho- 
dox Church. 

tl' 


I 

s 


M. 

d) Dominating notēs: in the stichirarica and papadica 
melodies the dominating notēs are Fla, At, Ke ; in 
the eirmologica Ke, Nt1. 

3) Endings; in the stichirarica and papidica melodies the end- 
ings are: unending Ai, Ke ; ending within Fla , and final 
ending flci -sometimes the final ending is Ai • In the eirmo¬ 
logica melodies: unending Nr), ending within and final endings 
on Ke 

f) Peculiarities; many times in the melodies of this tonē, 
those having the base Fla , use the base Ke , when the 
equal (ison) is transferred from F1 a to Ke . Then the Zco 
is natūrai, Fa is attiacted from Ai . Hovvever, when 
the melody retums to the lower tetrachord, then the 
base will be Fl a , the Zco will receive its flat, and F a 
will be perforaied naturally. 

g) Phthotai: as the First Tonē uses the diatonic phthorai 
with the additional enharmonic phthora J) , which is 
placed on Zco and flats it; this is also true of this tonē. 


12 


8 


10 
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h) Martyria; likewise the same, diatonic. 

The ancient Greeks called the First Plagal Tonē Hyperdorios, 
as derived from the First (Dorian). It is distinguished by its mer- 
cifid, stimulating, and dancing-Iike character. 

Fourth Tonē 

This tonē has, as all the remaining, the well-known components 
the base, the apichima, the dominating notēs, the endings, the pe- 
culiarities, and the borrowed melodies. 

a) The bases of the Fourth Tonē are three. In the rather 
sIow melodies (papadica) it has as its base Ai , using 
as an apichima the word “hagia”. In the quicker mel¬ 
odies (stichirarica) it has its base as ria ; and for the 
even faster melodies (eirmologica) it has its base as Bou . 


b) The apichima of this tonē is connected with its bases 
thusly; (1) in the papadica its apichima is ^ fiJL. 

^ A Yt ‘ 


1 


a 


a 


a a 


a~ 


a 


It works in the diatonic high 
tetrachord Ai, Ke, Zco, Nt). Its dominating notēs are 
Ai, Zco, Bou; the endings; unending Bou, Zco, 
and the ending vvithin and final endings Ai . Its pe- 
culiarities: a) the tonē Ai-Ke is a meizon and with the Ke 

raised higher; b) usually Zto is natūrai, when the mel- 
ody circulates aronnd Zto the Ke is attracted toward Zco, 
its reeeives, i.e., to say, a sharp; c) at the end of each 
melody (endings) Ta is attracted from Ai . 

(2) In the stichirarica the apichima of this tonē is on Ha . 
The dominating notēs are Fla, Bou, Ai ; the end¬ 
ings; unending Ai, Fla ; ending svithin and final end¬ 
ings Bou . 


c) Peculiarities; (1) when the melody circulates around Bou 
then n oc is attracted toward Bou . (2) in the papadica 
melodies, usually, Fa is attracted toward Ai . (3) Zco 
is natūrai when the melody proceeds beyond it and is 
flat when the melody reaches it and retums, as happens 
exactly in the First Tonē. 
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d) Borrowed melodies: this tonē has two types of borrowed 
melodies. Of these, some are sung with their base of the 
Second Tonē, as the chant «"Ayio(; 6 0 e 6 q» , sung 

during the carrying around of the epitaphion; others are 
sung with their base of the Second Plagal, as the kathis- 
mata, «KofreitkdvT] *ltoof)(j>s> and «AeOte ĪSco^iev inoTol no 6 
iyewtļ9iļ 6 XptaT 6 q». 

The ancient Greeks called the Fourth Tonē Mixolydian. They 
attribute its discovery to the Lesbian musician Sappho. It is dis- 
tinguished by its festive, dance-Iike and joyous character. 

Fourth Plagal Tonē 

The components of this tonē are the base, the apichima, the 
scale, the dominating notēs, the endings, the peculiarities, the svs- 
tems, and the inartyria. 

a) The base of this tonē, vvhich is the last in the line of the 
Eight Tonē, is two-fold, Nr|, Pa. 

b) The apichima through the monosyllabic word Ne is on 
the bases Nrļ, Pa. 

/ 

c) The scale. It uses the natūrai diatonic scale, about which 
mention was made in the preceeding chapter. 

d) The dominating notēs are Nrļ, Bou, Ai 

e) The endings me: unending on Bou, Ai , ending within 
and final endings on Ntļ . 

f) Peculiarities; Pla is attracted toward Bou when the 

melody circulates around Bou . Zo is sometimes nat- 
'ural and sometimes flatted, as in ali the tonēs of the dia¬ 
tonic family, or the First, First Plagal, Fourth, and Fourth 
Plagal. 

g) Systems. This tonē uses two systems: 1) the entirety and 
2) the triphone. Of these the first has as its base Nt 1 , the 
second has as its base Pa ; i.e., the base is transferred 
three notēs higher, on Pa , on vvhich is placed the phtho- 

ra of Nt 1 ^ . Accordingly vvith the canons of the 

phthora, since the phthora of Ntļ is placed on Pa then 
the intervāls follovv the order of Ntļ . Most of the eir- 
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mologica melodies of the Fourth Plagal Tonē use this 
triphone system. 

h) Phthorai: diatonic. 

i) Martyria; in both the systems the diatonic martyiia are 
used. 

j) Martyria: l)of theentirety system; 

V n & r A K zē' v' 

A <ļ -N 77 A Č) 

2 ) of the triphone system: 

r A K 3' v' n' r' 

"N 77 A q ■>< 77 

k) Dominating notēs of the triphone system To:, Ai Zg>. 

l) Endings of the triphone system: 1) unending Ai, 2) end- 
ing within and fināls Fa . 

The ancient Greeks called the Fourth Plagal Tonē “Hypomixo- 
lydian” as taken from the Fourth Tonē (Mixolydian). The humhle 
style, the appeasing, the sufferings distinguish this tonē. 

Finally, this tonē was used as a hase of the European four- 
part harmony. 

Tonēs of the Chromatic Family 

Second Tonē 

The Second Tonē also has the same components as the ahove- 
mentioned tonēs. 

a) The hase. As the hase this tonē has Ai . 

h) The apichima. The inonosyllahic apichima of Ne is used 
on the hase, or Ai . 

c) The scale. It uses the chromatic scale, hased mainly on 
the tetrachord Ai-Nrj. This tetrachord comes from the 
diatonic a monographic flat is placed on Ke . We know 
that the monographic flat lowers the note hy four pieces 
or moria; likewise, Ke heing lowered hy four moria is a 




meizon tonē, Al-Ke elachiston, for 12-4 equals 8. The 
subtiacted four moria, however, fiom the tonē Ai-Ke 
aie added to the tonē Ke-Zco , which from an elasson 
becomes a hypermeizon, thusly: 10 -f 4 equals 14. 

Therefore the derived chromatic tetrachord of the Second tonē 
Ai-Niļ is constituted of an elachiston tonē, a hypermeizon, and 
an elachiston. 



d) Dominating notēs; 

e) Endings: unending on Bou , ending within and final 
endings on Ai . 

f) Peculiarities. The Second Tonē has ceitain oddities, 
which give special splendour to the ear. 1) The note To: 
is attracted from Ai , when the inelody circulates around 

Ai (its base). 2) The note Zco is always natūrai. 3) When 
this tonē descends to the lower tetrachord, then it uses 
two scales, the diatonic and the chromatic. It is diatonic 
when it reaches Fla and retums; chromatic when it 
descends below na to Nt) , when, in such a case, fla 
is flatted. 


g) Phthorai. The Second Tonē has two phthorai: one for 

the note Ai «-©a and one for the note Niļ ^ 

h) Martyria. It uses only two martyrical signs, which are 


altemated. Those are 
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i) Borrovved Melodies. This tonē changes its base witb the 
Second Plagal Tonē in most of its eirmologica melodies. 
Thus Bou of the Second Tonē becomes Fla of the 
Second Plagal Tonē; the martyrical signs are those of the 
Second Plagal Tonē 


(noc= 



and 


Ai= 



This happens in relation to the dominating notēs and the end- 

ings. 

This tonē was called Lydian by the ancient Greeks, for it came 
from the City of Lydia. First, Alkman, who was born in the city of 
Sardies of Lydia and reached his apex in 670 B.C., taught it. This 
tonē is distinguished by its moving, languid, and graceful character. 

Plagius of the Second Tonē 
This tonē, as the rest has its components. 

a) Base. As its base it has Fla. 

b) Apichima. Likewise, the apichima Ne is chanted on ria . 

c) Scale. Although the Plagius of the Second Tonē, belongs 
to the chromatic family, as does the Second, there is a 
great difference, however, between the two scale of the 
related tonēs, for the scale of the Second Tonē proceeds 
in descent both when it ascends and descends; it is com- 
prised, i.e., of an elachiston tonē, a hypermeizon, and an 
elachiston; while the scale of the Second Plagal Tonē is 
made up of two like chromatic tetrachords. Of these two 
tetrachords, the more nnportant is Fla-Ai which is 
formed from a diatonic tetrachord and on Bou is a 
monogram flat and a trigram sharp on Ta . Thus, the 
monogram flat on Bou lowers it by four moria, when 
the elasson tonē Fla-Bou becomes a half-tone (10 - 4 
equals 6). On the other hand, the trigram sharp height- 
ens fa by eight moria; thus the meizon tonē Fa-Ai 











becomes a half-tone and lowered (12 - 8 equals 4). Final- 
ly, as the subtracted four moiia from the tonē na-Bou 
and as the subtracted eight moria from the tonē fo-Ai 
are added to the elasson tonē (8) Boo-fa and make 
this a trihemitonion and heightened (4 + 8 + 8 equals 
20). Therefore, we have an interval larger than the tri¬ 
hemitonion by two moria. 

A 




7^ 


■n 
=1 

d) Dominating notēs: na,Ai. 

e) Endings; unending on Ai , ending -vvithin and final end- 
ings on Pla . Final endings toward a pause end on Ai. 

f) Peculiarities. The main oddity in this tonē is that, nat- 

urally, the high tetrachord works diatonically. Then the 
so-called mixed scale is created, of which the upper tet¬ 
rachord Ke-ria is diatonic and the lower tetrachord 
ria-Ai is chi'omatic in antithesis tovvard the un- 
mixed chromatic scale, of which both the tetrachords are 
chromatically separated from each other by the meizon 
connecting tonē Ai-Ke 



25. They are called final toward a pause, for after the hymn follows a petition 
by the Priest. 
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Base chromatic connecting high chromatic 

tetrachord note tetrachord 


Below we have diawn a diagram of both scales: 



g) Borrowed melodies. This tonē in the faster melodies uses 
the base of the Second Tonē, when it has; 1) dominating 
notēs: Bou, Ai and 2) endings; unending on Ai , end- 
ing within and final endings on Bou . 

h) Nenano. The Second Plagal Tonē in addition to its main 
base ria ,has also another base Ai , with which are 
sung most of its hymns. This type maintains its ancient 
name Nanano. Likewise it is called the Palace Melody, 
for the Byzantine autocrats, because of a special love 
which they had for this, called to the palace the chan- 
tors in order to chant the hymns and melodies with this 
base. 


64 




i) Phthorai. It has only two phthoiai, as does the Second 
Tonē, the ^0^ for ria and p' for Ai . 

j) Martyria. Likewise the martyria are two, which are al- 
ternated . 

^ r A K ai' v' Ti' 

The Second Plagal Tonē was called Hypolydian by the ancient 
Greeks, as derived fiom the Second Tonē. It is distinguished by its 
funeral-like character and in general its soriowful tonē. 

Tonēs of the Enharmonic Family 

Third Tonē 

The third tonē is comprised of: 

a) a base which is Fa. 

b) The apichima, which is similar to its base. 

c) The scale. This is based mainly on the tetrachord Fa - 

Zcj ; this is the diatonic tetrachord with the difference 
that a monogram flat is added on Zq . This monogram- 
mic flat lowers Z<a by four moria; thus the elasson tonē 
Ke-Zco becomes half-tone (10 - 4 equals 6). 



n 


d) Dominating notēs: Fa, Ke, Fla. 

e) Endings. Unending Ke , ending within Fla , and final 
endings Fa . 
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f) Peculiarities; 

1) roc attracts Bou ■ 

2) The Third Tonē wheri it abandons its tetrachord, ie.e, 
it is extended bevond Zca, then it proceeds diatonically. 

3) In the slow melodies (Papadica) it uses the triphone 
system of the Fourth Plagal Tonē, the phthora of Mīļ 

placed on Fa. . 

g) Phthorai. It has only one phthora, the enharmonic iP , 
which is placed on Zco and vvants it as a continuous flat. 
Sometimes it is placed onFavvith an analogous influence. 

The Third Tonē uses also two other pbthorical signs, the con¬ 
tinuous sharp ^ and the continuous flat $ . The first is placed 
on Foc and works on Bou , which it makes higher, or with a sharp. 
The second is placed on Ke and works on Zco, which it makes lower, 
or with a flat. 

h) Martyria. It uses the martyria of the diatonic family, ex- 
cept the martyria of Zco ,which influenced from the en¬ 
harmonic phthora placed on it is vvritten 

The Third Tonē was called by our ancestors Phrygian, for Mar- 
cien26 brought it from Phrygia. It is distinguished by its arrogance, 
bravery, and mature air. 

Barys Tonē 

a) Bases. The seventh in line of the tonēs of Ecclesiastical 
Byzantine Music has three bases: 1) Ta , 2) Zco natūrai 
or diatonic, when it is called Barys diatonic from Zco and 

3) Zco flatted, when it is called Bares enharmonic from 
flatted. 

1) The Barys enharmonic from Ta . 


26. He was the son of Gnaciius of Phrygia. He was an excellent musician and 
flute player. In this is given the discovery of the manner of Phrygian music. Ac- 
cording to the martyria of Apollodoros, he dies very tragically, "Appollo kilied 
Marcian, hanging him from an immense fir tree, and cutting off the skin by 
the river, which is called Marcian because of this”. 
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a) Apichima has Ta. Base, likewise is Ta. 

b) Scale. In its scale there is employment of the tetra- 
choīd of the Third Tonē - Zco ^ 

c) Dominating notēs; Fa, Ai, Zco - 

d) Endings; unending on Ai , ending within on Fa 
and on Nrļ , and final endings on Pa . 

e) Phthorai. It has one phthora, the so-called enhar- 
monic , this is placed usually on Zco and rarely 
on ra and wants both in continnous flat. 

f) Martyiia. Those of the Third Tonē. 

The two tonēs or the Third and Barys enharmonic from Pa, 
which have the same base, differ between their dominating notēs 
and endings. Likewise, their basie difference is also in the extent 
of the notēs of each one. Thus the Third tonē is extended, mainly, 
to Ke ; while the Barys Tonē is extended to Zco . 

2) Barys diatonic from Zco 

a) Base and Apichima. Lower natūrai . 

b) Scale. The scale of this tonē is altogether divergent. 
It is comprised of natūrai notēs, except two employed 
attraction which bring aboiit a major change in it, 
which render it eminently pleasurable to the ear. 

These attractions work on Pa , which is attracted toward Ai 
and on Ke which is attracted toward Zco . 

According to the above-stated we present this by the follow- 
ing diagi am: 


lower tetrachord 


connecting 

note high tetrachord 
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c) Dominating notēs: Zco, ria, Fa, Ai. 

d) Endings: unending on Fa and Ai , ending within 
on Fla and Zco , and final endings on Zco. 

3) Enharmonic Barys from Zco flatted.. 

a) Base and apichima are Zco ; it is based on high Zco . 

b) Scale. This is composed of two like enharmonic tet- 

rachords, or Zco, Ntļ, Fla, Bou'^ and 

Fa, Ai, Ke, Zco ^ > which are divided by the con- 

necting tonē Bou-Fa 

c) Dominating notēs are Zco, Ai. 

d) Endings: unending on Zco and Ntļ , ending within 
on high Zco , and final endings on low Zco . 

The ancient Greeks called this tonē Hypophrygian as related to 
its master Phrygian (Third Tonē). It is distinguished by its manly 
character and by its strength of melody. 

CHAPTER V 

Punctuated Gorga and Digorga 

The theme of the puīictuated gorga and digorga must be con- 
sidered as a continuance of the theme “conceming characters of 
time.” However, because of its minuteness and its difficulty it was 
placed in the present position, for it presupposes students presep- 
arated in the practical form of Byzantine Music, capable of per- 
ceiving easily the more difficult rhythmical subdivisions as the new- 
ly mentioned. 

They are called punctuated gorga and digorga, for the em- 
ployed signs are the punctuations (.), which are placed on the right 
or left of the signs (gorga and digorga), thusly creating their punc- 
tuation and bringing about their abridgement. 

Duties of the Punctuations 

1) An abridgement of a trigorgon on a punctuated digorgon. 

In this we have three instances, which toward a better under- 
standing, will be compared to corresponding signs in European 
music. 

a) we already know that the trigorgon ( ) divides the 
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beat into four parts and that it is always placed on thc 
second character ( ^ ^ ^ ). However, bc- 


cause of the richness of the Orthodox hymnology and of 
its translating Byzantine Music, it remarned necessaiy 
so that many of the rhythmical signs may be understood, 
which, performed correctly, give a special splendour to 
the melody. Thus, placing the punctuation mark to the 
left of the digorgon we have a coherence of the first and 
second parts; 


2/4 1/4 1/4 




b) Combination of the second and third parts; 

1/4 2/4 1/4 


* tīf 


In this instance the punctuation mark is placed to the right of 
the digorgon and the weight fails on the middle character, which 
has 2/4 while the others have 1/2 throughout. 


c) Combination of the third and fourth parts; 



1/4 1/4 2/4 



In this case, the punctuation mark is placed to the upper right 
of the digorgon, when the weight fails on the last character, as 
is made clear. Below we have placed certain examples of these 
three instances which have been brought forth. 

a) The single is left, ^ f iJ 

52. V _I 

cfH 







b) The single is mid ^ ^ 


53. y 


~ 77 ^ 


2 ) Single right 


I _cit V II 

2) An abridgement of a trigorgon on a twice punctuated gor- 
gon. 

For the above-mentioned abridgement we have two in¬ 
stances. 

a) The combination of the first three parts: 

b) The combination of the last three parts: 


1/4 3/4 




Wherefore, through the abridgement of the three first char- 
acters of the first instance, comes forth the two punctuated gor- 
gon, which has a doubie punctuation to the left, when the first 
ison receives the 3/4 beat and the second ison receives the 1/4 
beat, as exactly happens in European music . 
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In the second instance, or, through the abridgement of the last 
two characters, comes forth, likewise, the two punctuated gorgon, 
which has a double punctuation to the right, when the second ison 
receives the 3/4 beat and the first ison receives the 1/4 beat, as 
happens in the rhythmical form of European music 0 . 



3) Abridgement of a digorgon on a punctuated gorgon. 
Here we also have two instances: 

a) The union of the first and second parts; 




2/3 1/3 



b) 


The Union of the second and 


third parts: 



1/3 2/3 



71 






Thus, by the abridgement of the two first characters, the punc- 
tuated gorgon with the punctuation at the left comes about as in 

European notation; ^ ^ ; and by the abridgement of the 

two finai characters, the punctuated gorgon having the single at 
the right comes about. European music has it thusly: 


Examples: 

57. 

V C. 


cr 


.♦ r 


dH 


r I 
77 


,* r 


.♦r 


* r 


58. 




V 

A 


r» 


77 


V 

dh 


Concerning Concisc Rhythm 

If the various chronical, quantitive, and qualitive signs of By- 
zantine music together comprise its expression, the concise rhythm 
stili comes to complete and to lend a greater beauty in the trans- 
lation of the hymns. As one accredits the concise rhythm is similar 
to a river, that runs sometimes serenely and gently, other times 
strongly and wildly, always, however, the rhythmical and melodical. 

Of the above-mentioned, it is known that each character of 


quantity is performed in one beat (< 


- 1 , 


1 ,) 


and that this one beat is a chronical unit, by which the rhythm of 
Byzantine music is measured. As we have already said, this rhythm 
is called single, the more important types are the disimos, the trisi- 
mos, and the tetrasimos. From this singly rhythm came the con- 
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cise, through tlie abridgement of two single beats into one, i.e., 
through the abridgement of two single movements into one move- 

ment ( S. _ Smam equal one beat). Thus the chronical unit, 

through which the concise rhythm is measured is one, but in one 
movement two characters will be performed. 

This rhythm which is mainly used in the slow melodies, adds 
to them a special elegance and pleasing rhythmical tonē. 

As in the single rhythm thus also in the concise rhythm, there 
are three major feet, the tetrasimos, exasimos, and the octasimos, 
which are derived from their con-espondents in the single rhythm. 

a) Tetrasimos concise rhythm, This is derived from the ab¬ 
ridgement of two metres of a simple disimos into one. It 
is noted by the number 4 and is performed in two move¬ 
ments as the simple movement. The corresponding- metre 
in European music is ^ or 2/2. Example: 



b) Exasimos concise rhythm. This comes from the abridge¬ 
ment of three metres of the simple disimos, is noted by 
the number 6 and is performed in three movements, as 
the simple trisimos. The corresponding metre in Euro¬ 
pean music is 3/2. Example; 



c) Octasimos concise rhythm. This is derived from the ab¬ 
ridgement of four metres of the simple disimos, is noted 
by the number 8 and is performed in four movements, as 
the single tetrasimos. In European music the corres¬ 
ponding metre is 4/2. Example: 






Except for these three more important concise rhythms, there 
are yet another three, which comprise the exception of the major 
ones. They are; 

a) The pentasimos concise rhythm. This comes from the ab- 
ridgement of a simple trisimos and two simple disimoi 
metres, is noted by the number 5 and is performed in 
two movements, of which the thesis contains the trisimos 
metre, the arsis the single disimos. In rare instance the 
disimos is preceded and accompanied by the trisimos- 
Corresponding metre in European music is 5/8. 
Example: 



b) The eptasimos concise rhythm. This is derived from the 
abridgement of a single trisimos and two single disimoi 
metres. It is noted by the number 7 and is performed 
in three movements, as the simple trisimos with the dif- 
ference that the first movement of the eptasimos contains 
three characters. The corresponding metre in European 
music is 7/8. Example: 

7/8. 



MTļ 




H 

-d-i- 






c) The enneasimos concise rhythm. It is deriver from the ab¬ 
ridgement of a single trisimos and three simple disimoi. 
It is noted by the number 9 and is performed in four 
movements with the difference that the first movement 
is larger than the rest, as it has three characters. The 
corresponding metre in European music is not found 
exactly, for 9/8 or 9/4 of European music are performed 
in nine movements analogous toward their rhythmical 
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sway. Example: 

9 Ij 27 

Orthogmphy of BifzantineMusic 

As a language has its mies concerning its orthograpliy, so also 
does Byzantine music have its rules. The necessity of orthography, 
besides the others, results from this: in the Greek language, for ex- 
ample, in order to present the sound i, we use six ways, i.e., the 
consonant l, u, tļ and the diphthongs ei, oi, ui . These 
six manners of use of the six are derived fvom ceitain orthographic 
rules. This also happens in music; in order, for example, for us to 
ascend one note, we use three characters; -- ^ ^ 

On the other hand, that there is an immediate relation between 
the Greek language and the orthography of Byzantine music is pro- 
ven from the general rule, which rules it, or the orthography, ac- 
cording to which this orthography is based on the accent of words, 
i.e., on the accented rhythm. VVherever there is found an accented 
syllable there is also found the accent of music. 


As exactly in a language, there are certain signs of accent- 
uation, thus also in music there are four signs, by vvhich we can 
accent; they are: 1) the two accent-characters of quality, the bareia 
V and the psifiston ^ ; and 2) the two characters of 

quantity, the petaste and the oligon , which, some- 

times, lose their quantitive value and are used as qualitive accents. 


Since the signs of accentuation are four, so the basie rules of 
accentuation of Byzantine music are four. 

1) When after an accented syllable there follows a descend- 
ing insignifieant note 28^ then the bareia is placed 

V 


for example: 


TO 


27. In ali the concise feet the first movement of the metre, or the thesis, is 
separated by one dilatation, vvhich is cut off by a small bow ( ). The end 

of the metre is marked by a doubie dilatation ( ļļ ). 

At the end of this book we shall vvrite certain examples of concise rhythm. 


28. Insignifieant is a syllable, vvhich is repeated: 


Ko u 
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2) When after an accented syllable there follovvs a descend- 
ing significant note, then the petaste is placed, for ex- 
ample: 

—3 • 29 

XcD aov 


3) When after an accented syllable there follow two or more 
descending notēs, then the psifiston is placed, even if 
indispensably the descents are insignificant or significant, 
for example; 


Ao o ^cc 

4) When there are two equals (ison) and of these we wish to 
accentuate the first, then we place below it the oligon, 
for example; 


Below we have added two examples of hymns for the applica- 
tion of the four rules of orthography. 

59. —5 •— •V 

^ Tīļv n CD TE pcxv Tcov X£ pou Sīp Kai 

Tin ti rni o te ran ton Cheru birņ ]ce 


^ ^ ^ ^ ^ ^ ^ V 

ev 8 o e,o pocv a ou yKpi t-coģ ^ Ze pa <ļ)ip ^ 

en tho xo te i'an a si ngri tos ton Se ra fim 


TTļv a 5i. a <p0opoj<; 
tin a thi a fthoros 


©£ ov Xo o Yov "re kou 

The ou lo o gon te ku 


r-r “ —'v -9 45.^-ļj ^ 

oov Tīļv Qy 0^ Q ,^ov Ze e pe 

san tin on tos The o to kon Se e me ga 

'■ V 

_ ^ 2 t». V 


Xu u VO O pEV 

li i no o men 


29. Significant is a syllable vvhich changes: 


Ku pi 



'Tf y i ^ 

60. '* ^ —— "■ 

^ Tco Tta 6ei Zou /piore -itoc0cov e Xeo Gepco 
To pathi Su Christe pathon e lef thero 



pev 

men 





Kai xr) ocv va ara oei Zou ek ^Go pa<; e 
ke ti a na sta si Su ek fthoras e 



pco 6 t] pEV Ku pi E 
ro thi men Ki ri e 


6 o o 
tho o 



Ē,a a Zoi 
xa a Si 


7f 

<1 


8 i 

thi 


XUT 

litll 


Observation: In the first example of the 59th exercise we have 
for application of the rules of oithogiaphy the following: 

a) in the first line and on the syllable Kat we applied the 
second rule of orthography, or we place a petaste for 
there follows after the accented syllable a significant 
syllable 4v (8o^o...). 

b) Likewise in the first line and on the syllable (pccv) 
we applied the third orthographic rule, according to 
which after an accented syllable there follow three de- 
scending notēs, thus we use a psifiston. We have a similar 
instance on the second line and on the word tGv (ZEpaq>ip) 

c) In the second line and on the word X6{yov) we ap¬ 
plied the first rule, for after the accented syllable < X6 
there follows an insignificant syllable. thus we use the 
bareia. 

d) Finally, in the last line we applied the second rule on the 
word 0£ot6kov and applied the third rule on the 
word Z4 and pEyocXOvopEv. 

In the second example of the 60th exercise we, likewise, ap¬ 
plied the orthographical rules: 

a) in the first line and on the words XptaT4 and ira- 
GGv we applied the second orthographic rule, using the 
petaste, for there follovvs a significant note. This also 
happens in the word Kai (Tf) dvaordoEi Zou). 

b) In the second line as well as the third on the words 
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dvaoTdoei, (})0opaq, 4\uTp69TļļiEV, K6pie 
we applied the third orthographical rule, using the psi- 
fiston. 

These four basie rules of orthography also have their excep- 
tions, as exactly happens in a language. Thus, we have the follovv- 
ing three exceptions of the basie rules of orthography; 

1) When after the aeeented syllable there follow two des- 

cendiiig notēs with a gorgon, then the psifiston is not 
plaeed, but the petaste, for example; r 

Ev 6 o o o . 

2) a) When the aeeented syllable has a elasma and with it 

follow two or more deseending notēs, then the psi¬ 
fiston is not plaeed, but the petaste, for example; 


“9 "9 "9 

Ko pi i e 



-9-9^ 

o o t,a . 


When, hovvever, the aeeented syllable does not have a elasma, 
then the basie rule of orthography is applied, placing a psifiston 

^-9-9-9 

a v aco pev 

b) When after the aeeented syllable ali the deseents have 
elasma, then the psifiston is plaeed, for example; 

^ W V' 

rīa oc TEp • Likevvise, when the two first deseending 
notēs have elasma, the psifiston is plaeed v- 

stili in the seript w ^ 

j; «5 -9 Ko u 

Zco CO OOV • 

pi E 


3) When after a final aseent there is a eontinuous deseent 
with apostrophoi and there is by eouples the same syl- 
lable, then before eaeh couple the bareia is plaeed, for 


example: 



. When, how- 


ever, the syllables are uncanonieal, then nothing is 
plaeed, for example: “9 "9 “9 “9 *9 

Zco OOV TļpaQ Yi e 
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Likewise, in orthography recitation of the notēs is also taken 
into consideiation, which have their own value. In order to ascend 
on note, we must judge, when we will use the oligon, the kenti- 
mata, and the petaste. This is examined from the manner of recita¬ 
tion of each note. Thusly; 

a) We use the oligon, when ascending continuously we 
change syllable, when the note of the oligon is pro- 
nounced separately and lively, for example: 

^ tok; cxy yeXi Kaiq ^ oi Ta X£ pou • 

b) We use the kentimata, when ascending we do not change 
the syllable, but repeat the vowel of the same syllable; 
the note of the kentimata is recited meekly, for example: 


—-V ^ 

^ a a When after the kentimata an as- 

cent or equality follows, then the kentimata are placed 


Tpi 


on a separate line, for example: 


V 


^ Ae eu te 


—'-VV — 

a a TTo 


. When, however, after the kentimata 

a descent follows, then these are placed above the oligon, 
for example: . When in script ,,2^ finds a 

psifiston ( ), then the psifiston works on the ken¬ 

timata. 

When before the kentimata with a gorgon an apostrophos is 
found and another apostrophos follows, then the apostrophos before 
the kentimata and the kentimata are placed above the oligon, for 
example; 

When the kentimata are found above or beloNV the oligon vv'ith 
a gorgon, then the gorgon always belongs to the kentimata, for ex- 

ample: r 


or 


r 

w 
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When the characters have a gorgon, then the oligon is placed 
instead of the kentimata, for example: 


1 ai vei Ei Ei Ei 

c) \Ve use the petaste when after it there follows a descent 
accoiding to what has been mentioned above concerning 
the rules of accentuation. 

In oider to descend two notēs continuously with a gorgon we 
have three methods of script; >, S ^ ^ 

a) The hyppoie is placed, when a repetition of the same 
syllable takes place and in a double descent, for example: 

r 

Sco a> 

b) The continuous elaphron is placed when there is a change 
of the syllable in the second descent, for example: 


Zco oov 

c) Two apostrophoi are placed, when the second descend- 
ing notēs (apostrophoi) have the same syllable, for ex- 
ample: ^ r 


CHAPTER VI 


Relationship of Byzantine Music to European Music 
There is an immediate relationship between Byzantine music 
and European music in most of their melodies. The melodies of 
Byzantine music, which belong to the chromatic tonēs (Seeond, 
Seeond Plagal), where the relation and transportation of the hymns 
eomes from an approximation, because of the difference that is 
found among their interval spaces, constitute an exception. 

Manner of Transportation of Melodies 
Toward a successful transportation of melodies from Byzantine 
to European musieal notation we must know: 

a) the correspondent of notēs of a musie toward another, 

b) the rhythmieal correspondents of eharaeters of quantity 
and of time of Byzantine music toward comparison to 
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the characters of European, 

c) the correspondent of scales of the tonēs of Bvzantine 
niusic to the scales of European music. 

1 ) Correspondents of notēs 


Nn 

corresponds to 

Do 

na 

corresponds to 

Re 

Bou 

corresponds to 

Mi 

ra 

corresponds to 

Fa 

Ai 

corresponds to Sol 

Ke 

corresponds to 

La 

ZCD 

corresponds to 

Ti 

Nri 

corresponds to 

Do 


2 ) Rhythmical correspondents 













P 

r 

f 

Tlf 

n rc 

rif 
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3. The correspondent of scales is examined by the families and 
tonēs. 

A)^Diatonic FamŪij 

First Tonē 

The First Tonē is transfened to the scale Re elasson of Euro- 
pean music, vvithout the seventh character receiving a sharp, i.e., 
Do as happens in Eiiropean music; thus the high interval Do-Re is 
a tonē and not a half-tone. Also when its melody or phrase only 
reaches Zo (Ti) and retums, then Ti is always flatted, as exactly 
happens to ali the^Zo , which belong to the diatonic tonēs. 

Example of Transformation First Tonē 

t 9 
(ļ 7lū 


% 



Ev TCO 0Xt SEOat ļJE El 
En to thli ve sthe me i 



oa KOU OOV ļiOU TCOV 
sa ku son mu ton 


O 5u VCOV QV Ku pL E 2 ol ^ 

othe no on Ki ri e Si kra zo 


'i 




2::i 

M! 4. J 

uJJ 

±:ilzb4zi 

■ē 


tz 


’Ev T 9 0X(-fte 


o 0 oct [le £l - od - KOU - o 6 v ļiou tGv 



As is evident from the above: 
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a) the rhythmical subdivision is brought about with the basie 
disimos rhythm, toward a greater ease; 

b) when, because of accentuation, there are exceptions, then 
this is noted (for example: 3/4); 

c) returning to the initial rhythm, we note this (for example: 
2/4); 

d) ali the syllables of the words are separated by a dash 
(for example K6-pi-e ); 

e) when in a syllable the same vovvel in two or more notēs 
corresponds, then a small dash is placed and not the same 
vovvel, as happens in Byzantine music; 

f) the vvords are aceented oppositely as in Byzantine music; 

g) the rhythmical subdivision can become with the base the 
tetrasimos rhythm, when the disimoi and trisimoi will 
constitute the exceptions. 

Example of Transportation of the First Plagal 
This tonē, as we know, uses two scales, Oa , for the stichirarica 
and Papadica melodies, and Ke for the eirmologiea. For the first 
melodies it is transposed into the elasson scale of Re, vvithout Do 
becoming heightened; also Ti ( Zco ) is sometimes natūrai, some- 
times flatted. When Ti is natūrai, the Fa will be sharped; when 
Ti is flatted, the Fa will be natūrai, as exactly happens in Byzantine 
music, vvhere Zco of this tonē influences Fa . 

For the second melodies (einnologica) it is transposed into an 
elasson scale of La; it works in the high tetraehord La-Re. Usually 
these eirmologiea melodies are extended to Mi ( Bou ). When the 
melody descends to Fa, then Fa is flatted. 


























'■'T .. 

Eo''XO“'yrļ"r6<; ei Ku “ pt - e 

61-60C “ ^ov pe 


^ ♦* 

J. 


It ^ 

n 

^ «««> 

rr 

4 

Eu Xo yrļ toģ ei 

Ku pi 


&i 6a ^ov 


*^“7 "^“9 “ 

ļJLE Ta 8lKai03 


ļia ra 


^ H 
^ ♦♦ 

Zou ^ 


Example of Transportation of the Fourth Tonē 
We know that the Fourth Tonē has three bases, accovdingly 
to vvhich it is transposed into European music. 

1) The Papadica melodies of this tonē have the base Ai 
(Hagia) and work in the high tetrachord Ai-Niļ . Like- 
wise, the correspondent transportation vvill be Sol = Ai 
and Sol-Do = Ai-Ntļ , with Fa attracted by a sharp 
from Sol, as exactly happens in Byzantine music. 

2) The stichirarica melodies of the Fourth Tonē have as a 
base ria . Hence, some attention is needed, for most times 

thenote Bou (Mi) governs, when the harmonic feeling 
places the ear in the meizon chord Do-Mi-Sol, vvhich is 
a chord of a natūrai tonical of the meizon scale Do. 

Thus their base Ha is transposed to Re, where there is use 
for only natūrai notēs, without having corresponding scale in Euro¬ 
pean music. During the rule of Fla the tetrachord fla-Ai 
dominates, of vvhich the correspondent in European is Re-Sol, when 
the tonical note is Re. 

3) The eirmologica melodies have as a base Bou (Mi), 
these also composed of only natūrai notēs. Sometimes, 
as was exactly printed in the theory of eirmological melo- 
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dies of the Fourth Tonē, we can use a sharp on the notēs 
Re and Fa, whieh represents the attractions o£ Fla to 
Bou and Pa to Ai. 

Papadica 

High tetiachord Ai-Niļ or Sol-Do. Apiehima Hagia. 


, C' 




A - yi - a 



Base ria or Re 


Stichimrica 









Rase Bou or Mi Eirmologica 



Usual extent of the Melody 



Use o£ the attractions 
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ve O TT] 


ļiou TtoA.Xa iro \e 
mu pol la po le mi 


[le ^TTO- ^ocOel aXX au 
me pa a thi al af 


ocv Ti Xa Sou Kai 

tos ļ-ļ ļjg 


jco CTov Zco Tr|p pou 
so son So tir mu 


crv*Ti**Xa 


Kai ao' aov Zu 


Example of Transportation of the Fourth Plagal 

This tonē, we know, has two bases and two systems. The first 
system is the diapason or entire scale, where it has as a base Nrļ or 
Do; and the second the triphone, where it has Pa or Fa. Of these 
the diapason is transposed into the meizon diatonic scale of Do, the 
triphone is transposed into the meizon scale of Fa which has, as is 
already know, an armed flat on the note Ti. 











Ao o ZoL Tca bei^ocvri to (pcoc 6o ev u 


"™" "9 ^ ^'V i ^ ^ 

%\ ? ♦♦ ^ —■V —— 4^i -I^ 4^ 

i OTOLc; 0eco<A Kai £ 'Jti- Viļ^ ptļ iļ rļ vr) 


- iL 

ocv GpoJTtOK; eu 8o Kt a ^ 













r 


Ex 


««.I« -ji ^ 

u iļjou; Ka •nrļX0eq o o Eu 
i psous ka til thes o 


011 X 0 ^ 


ef spk 


3 ^ [3 

«a*» ««a I ^ ^ 

XVoq TO <ļ>r)V ko te &£ (,0 
hnos ta fin ka te the xo 




n' — Vp — 

d 

‘ T ļiē e pov 
tri i i rae e ron 


r ' 

77 


“7 -5 


-D->r7 — — 


L va T) paq e Xeo 0e pco or)q tcov 
€ jia i mas e lef the ro sis ton pa thou 


naScov 


n Cm 
i zo 


— -5 

Koa Tļ a 
ke i a 




■ "3 


va OTO oiq Tļ (icov Ku pi 
na sta sis i mon Ki ri 


c 

£ 60 Ea a ZoL 

tho xa a Si 


e 







m: r'T" .. .: r--. t— 1.ļ- , —, 

1 z u ( 

ļs . 

c ..,ew Z 


T ļ .( 



r jJ 


ATI 

IT J . l / 

i: □. T 

^ ir J ļ 

laž!- 


_^ 



j 

L 


— Tjm 


fļ - ž ■ X6u - 0 E • pci> -oit; tSv iia-OSv /ļ - Vļ Kal fļ d - vd - otooi^ fļ 


. e 


-•fi- 





K6 ■ pL 


® 66 - e,a^ 

lil 

• Zoi. 



B) Chromatic Familij 

Second Tonē 

As is already known, this tonē has the base Ai , It works in 
the high tetrachord Ai-Nt1 , of vvhich the note Ke is lowered 
by a flat. Its transportation into European music will be in the tet- 
rachord Sol-Do with the note La flatted. 

The flat, however, of La is not given wholely, for the cor- 
lesponding sign is not found in European music, where the La flat 
is by two moria lower than the correspondent of Ke of Byzantine 
music. Accordingly to the immense theory of the Second Tonē, 
when we descend to the lower tetrachord and to fla or Re, then Re 
is natūrai; if we descend to Ntļ or Do, then Re is flatted. 

Second Plagal Tonē 

We know that it has two scales, the clearly chromatic and the 
mixed. In the chromatic it is transposed to Fla or Re, which is 
neither a meizon nor an elasson, but has its own report usiiig two 
sharps on the notēs Fa and Do and two flats on the notēs Ti and Mi 
thus forming two 1/3 tonēs Mib and Fa:^; and Tib and Do:^ 
Thus, the chromatic scale is transposed thusly; Second Tonē 

Chromatic Tetrachord ( Ai - Nrļ or Sol-Do) 
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Second Plagal Tonē 


Base tetrachord con note high tetrachord 


• • W MbOv» • • It 






When the mixed scale is used then it is transferred thusly: 

Base tetrachor d co n note high tetrachord 


Example 

% 




Tl i _ '-^-,-,1 _(— 4 -*. 

Zuv ocv Gpco itoic; ep ya Co pe vou; tt 1V a vo 

Sin an thro pis er ga zo me nis tin a no 


7t' 6— h. 


^ <? 


pi I 

mi i 


ocv 

an 


KOCl ou pt) 

ke ou mi 


auv 6u 
sin di 


oc aco pe 
a so me 


^ ^ ^ 

Ta Tcov eK Xe ktcov au tcov 
ta ton ek le cton af ton 
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ka oO - dc 0(0 ļie - tdt tčov žk - X£ - ktwv’ aO tov 


C) Enharmonic Familtj 

Third Tonē 

As is known this tonē has Fa as its base. It will be transposed 
into the meizon scale, Fa, having an armed flat on the note Ti. 
VVhen it leaves the main tetrachord of Fa • Zco flatted, then it 
becomes diatonic, placed on Ti a refutation. 

Exaniple 

77 fa 


Oi <po Soo ļie voi TOV Ku pi ov pa Ka pi 
I fo vu me ni ton Ki ri on ma ka ri 


C -7 - ^ —- 

01 tpi Souc; Sa 6 t Tai tcov e vro X&>v 

i tri vus va thi ou oun te ton e nto lon 


r 

77 
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Barys Tonē (Gravē Tonē) 

We know, that the Gravē Tonē has three bases. Thus it will 
be transposed in three scales: 

1) when it has the base Fa , then it will be transposed into 
the meizon scale of Fa, as also is the Third Tonē; 

2) When it has the base Zco natūrai (Gravē diatonic), then 
it will be transposed into a special scale, which will have 
as its base Ti, being natūrai and the notēs Fa and La 
raised by sharps (attractions): 



3) when it has the base Zco (Gravē enharmonic from Zco ) 
then it will be transposed in the meizon scale of Zco , 
which has two armed flats: 
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j 

I 

ļ 

I 


r 

?? 



TrļV aix o oi 

Tin aich mal o si 


r=7 

ocv Zl 
an Si 


+ 

COV EK TT^a 

on ek pla 



r 



m oTpe e 
pi stre e 


+ -v __ __ —, 

<i—' “7 "7 'T' 

iļ)aq Kai pE Zco Trļp Cco co aov 

psas ka me So tir zo o son 



E ^ai 
e xe 





pcov Son Xo TO 0 Ei Ei aq. 
ron thou lo pa this i as 
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Example B (Gravē diatonic) 


♦* Zco 


Te 


l 


Ao Zoi 


— -5 

TCD 6ei Ejav Ti TO (pcoc; 


r 

70 


6o Ķpi 



Tho 

xa Si to 

thi 

xan 

ti 

to fos 


tho xa 

<_ 


-5 


<_ 

<_ 

~ o 



EV U 

t|)i 

otok; ©e <a 

Kai 

£ 

V.I 

Vrjc; Ei 

pn 

VT) EV 

en i 

psi 

stis The o 

ke 

e 

Pi 

gis i 

ri 

ni en 


ocv 

an 


0p<o noic; eu 8 o Ki i a 
thro pis ef tho ki i a 


















Example C (Gravē Enliarmonic) Concise Rhythm 


7 s 

r > 



Zco 



^ 8 

Ao a ^ 

Tho xa a 


>■ — 

__ 7» 

CX SOL Ol 

a Si i 



TCO 

to 



-7 

ei 

i 


'^\r> ‘-y\r^'-7 — 

CXV CL l TO o 

xa an ti i to o 


II 

T7" 

<f)Ci3q co<; 8o £,a a ev 

fo os tho xa a en 



tļ>i i 

psi i 


r 

V» 


OTOic; oi<; 

stis is 


Oe 

The 


r 


e 




co 


e e o 




II *.*'^4' |ļ 

m YT)<; £i 

pi gis i 



'K 

n n T vTļ 

1 i i ni 


A 


ev 

en 


II r 

--5 O 

av 9pco Ttoi oiq eu 

•an thro pi is e 



eu 

ef 


r 

6o Kl l l 

tho ki i i 


r 



cc a 
a a 
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Chromatic Exercises 
Second Tonē ( -©-j ) 
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Tlagal Second Tonē ( rO* ) 



The exercises of the enharmonic family are similar to those 
of the diatonic faniily, adding the phthora on Zoo and some- 
times on Ta , which it wants flatted. 



Translation of Hymns 

38. From my youth up many passions have warred against me. 
But do thou succour and save me, O my Saviour. 

41. Hail, holy Sion, Mother of the Churches, the dwelling of God; 
you who accepted the first forgiveness of sins through the Res- 
surrection. 

43. Glory to Thee,Who hast shown forth the light. 

45. O Lord and King, heavenly God, Father Almighty; O Lord, 
the only-begotten Son Jesus Ghr'ist, and Holy Spirit. 

47. O Lord, Thou hast been a refuge of us from generation to 
generation. 

49. Accept our prayer, Thou that sittest on the right hand of the 
Father, and have mercy on us. 

59. Thee that art more honorable than the Gtierubim, and incom- 
parably more glorius than the Seraphim, who without spot of sin 
didst bear God the Word; Thee, verily the Mother of God, we 
magnify. 

60. With the suffering, O Christ, Thou has freed us from our suf- 
ferings and with Thy Ressurrection Thou hast freed us from de- 
struction. Lord, glory to Thee. 

96. In my sorrov/, I sing to Thee, O my Saviour as Dāvid did; 
save my soul from sin. 

98. Blessed art Thou, O Lord, teach my Thy statutes. 

100. From my youth many things have fought me with passion; 
but understand him, and save me my Saviour. 

102. From high the compassionate one descended, He received 
the tomb for three days, in order to free us from our passions. Our 
life and ressurrection, O Lord, glory to Thee. 

104. By the intercessions of the Mother of God, O Saviour, save 
us. 

105. With men who commit sin, and do not combine me with 
their chosen ones. 

106. Those who fear the Lord, they shall walk through sin 
blessed, and they shall obey Thy commandments, a living fruitful- 
ness. 
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106, Those who fear the Lord, they shall walk through sin 
blessed, and they shall obey Thy commandments, a living fruitful- 
ness. 

107. You, Who has returned from enor the bondage of Sion, O 
Saviour, also watch over me, freeing me from the slavery of pas- 
sions. 

111. We praise Thee, we bless Thee, we give thanks to Thee, O 
Lord, and we pray to Thee, O our God. 
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